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ABSTRACT

THE FEAR OF THE KNOWN: HORROR MEDIA AND THE USE OF
FEAR TO MAINTAIN POWER

Dana Peterson, MA.
Department of Sociology
Northern Illinois University, 2018
Diane Rodgers, Director
A new subgenre has begun emerging in the horror genre: “woke horror.” Texts within
this subgenre reflect the increased awareness of injustices against minority groups in American
society. Prior research on horror has long connected the fears presented onscreen with real-life
social anxieties of the time. Utilizing an intersectional framework that is concerned with racial,
gender, and sexual orientation minorities, I engaged in a discourse analysis of three woke horror
texts from 2017: American Horror Story: Cult, The Handmaid’s Tale, and Get Out.
Through multiple rounds of coding, I was able to uncover a variety of themes that
distinguish who holds the power in these horror texts, who is subordinate, and how the new fears
of the woke horror genre are used to control groups within the texts. The codes also revealed
who in these texts are able to be the saviors of the rest of the subordinate group. The present
study offers an important update to the literature on horror, both in the continuation of the
connections between on-screen fears and real life, as well as an introduction to what is sure to
continue to be a growing subgenre.
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CHAPTER 1
INTRODUCTION

For my thesis, I conducted a sociological analysis of three different media texts: the
television shows American Horror Story (AHS): Cult and The Handmaid’s Tale, and the film
Get Out. This project is focused on analyzing how fear can serve to create group divisions,
motivate individuals to act in uncharacteristic ways, and keep individuals from attempting to
resist or rebel against the dominant power. It is also concerned with what messages, if any, the
three texts serve to share about current American society. What individuals are in power? Who
are those that are expected to be subordinate? Do dominant groups invoke stereotypes about
minority others as a way to achieve their end goals? Who are the “saviors” that help subordinate
groups? To answer the above questions, I engaged in qualitative discourse analysis for the three
texts, coding each for a variety of themes. These texts are significant given the time that we live
in. There is a widespread belief that we have achieved a truly equal society – that there is no
more racism, that women have the same rights as men, and that members of the LGBT
community are free to live their lives. However, inequality strongly persists, in spite of and in
direct conflict with these narratives. Shows and films like AHS, The Handmaid’s Tale, and Get
Out each act to reflect American society today, serving as cautions to where these divisions can
take us. Minority groups in each of these texts suffer unimaginable horrors at the hands of the
dominant group. Since its inception in 2011, American Horror Story has enjoyed widespread
success, with 317 award nominations and 112 wins (“American Horror Story Awards”
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imdb.com). What is unique about the show is that each season is stand-alone. While producers
and creators hint that all seasons are connected, each has a personal theme and new list of
characters each time. The show has always boasted a diverse character list, both in racial and
ethnic makeup, as well as sexual orientation. American Horror Story: Cult is the seventh season
of the anthology, offering perhaps the most complex theme yet. Tackling the controversial 2016
election, the show features satirical portrayals of liberals and conservatives alike, along with
portrayals of the tensions between racial and ethnic groups. In a September 2017 interview with
The Hollywood Reporter, show creator and producer Ryan Murphy emphasized that the show
was not focused on being anti-Trump and pro-Clinton (despite those being his own political
views) but rather how someone can take advantage of the fear that gripped many people postelection and use it to rise to a position of power:
Our feeling is that everybody lost their shit after the election – Republican, Democrat –
and everybody’s still losing their shit, and nobody’s really figured out from either side
where to put those feelings… It’s about somebody who has the wherewithal to put their
finger up in the wind and see that that’s what’s happening and is using that to rise up and
form power, and using people’s vulnerabilities about how they’re afraid and don’t know
where to turn, and they feel like the world is on fire. (Strause 2017)
The show seamlessly blends traditional elements of horror movies with political ideology,
serving to strike both on internal fears and fears from the outside community.
Based on Margaret Atwood’s best-selling novel of the same name, the adapted television
series The Handmaid’s Tale premiered in 2017 and has received immediate acclaim, with 38
award wins, including a Golden Globe for “Best Television Series – Drama” (“The Handmaid’s
Tale Awards” imdb.com). The show takes place in Gilead, a totalitarian society that used to be a
part of the United States. Within Gilead, men serve as the power and decision makers of society,
while women are treated as property. In a society plagued with infertility, women that can
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successfully bear children are forced to be handmaids for the men in power and their barren
wives. The handmaids’ sole purpose is to bear children for the family, and they are physically
and mentally punished for any disobedience or failure to produce. The show features flashback
sequences to the time before Gilead’s creation, reflecting much of what has happened in
American society over the past year – women’s marches, sexual freedom, and the ability to
marry who you like, to name a few connections.
Get Out has been heralded as a revolutionary film, winning over 100 awards and
receiving 171 nominations. It was nominated for three Academy awards: Best Motion Picture of
the Year, Best Actor, and Best Achievement in Directing, with a win for Jordan Peele in Best
Original Screenplay (“Get Out Awards” imdb.com). The film follows a young African American
man, Chris, on a weekend trip with his white girlfriend, Rose, to meet her family. While the
family seems open and tolerant to an interracial relationship, Chris cannot help but feel uneasy.
As the plot continues, Chris’s fears are confirmed, as it is revealed that Rose’s family modifies
the consciousness of young black men and women, ultimately auctioning off the victims to their
other liberal white friends. The film’s portrayal of what appears to be a tolerant, accepting white
family’s horrific racial stereotyping emphasizes the colorblind society that we appear to live in
today, and that the dangers for people of color are even worse because they lie under a shadow of
acceptance.
But what makes horror and dystopian texts so pertinent for study? As Tudor (2002) puts
it, horror films are “texts [that] appeal to their audiences in part because they express in
accessible and entertaining popular cultural terms the characteristics fears of their time” (51).
The literature review will demonstrate how horror films have historically been analyzed for their
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connections to social issues. I argue that AHS, The Handmaid’s Tale, and Get Out operate in
similar ways to their predecessors, calling upon public fears and stereotypes to represent a larger
caution. And yet, they are unique in that analyzed together, they speak to the conflict of our
current society. For minority groups, the fear of losing rights that they have long struggled for
are portrayed in all three texts. Each also represents the modern issue of “so-called equality,”
where surface level interactions seem tolerant, but something much more sinister lurks beneath
the surface. I believe these three texts represent a new, recently identified genre of “woke horror”
(Butler 2017; Morgan 2017). In her article for The New York Times, Amanda Hess (2016)
signifies both Erykah Badu’s 2008 song “Master Teacher” and the Black Lives Matter
movement for the contemporary meaning of “woke,” which represents an awareness of the
systemic, social injustices of the world and an active response against them. While woke began
in the sphere of African American culture and the experience with racism, it has since evolved
into representing a variety of social injustices, such as gender inequality. Keeping the general
understanding of “woke” in mind, I believe AHS, The Handmaid’s Tale, and Get Out represent a
woke variety of horror that serves to not only amplify the injustices of contemporary American
society, but offer a critique of it as well. The present study will add an important update to the
research on the horror genre as the barometer of social fears.

CHAPTER 2
REVIEW OF THE LITERATURE

Horror films have long been studied for their connections with society in the time and
place they are produced. Often, the films reflect the fears and anxieties of the time and
exaggerate them to horrific scales. The following literature review will explore analysis
throughout various decades of horror film and what social fears they have been thought to
represent.

An Overview of Horror

Horror as a genre is deeply rooted in the human experience and has evolved from a
variety of mediums over time. Fairy and folk tales from around the world not only served to
teach children about morals and proper behavior, but also were inherently dark and often
represent the acute fears of the time (Warner 2007; Rankin 2007; Tatar 2003). Early horror
literature, like the eighteenth century Gothic horror and the nineteenth century biological horror,
served to explore the consequences of progress of the time, such as reactions to Enlightenment
and the development of scientific experimentation (Colavito 2008; Wells 2000). As horror
moved from different mediums, the genre’s connection with the fears of society at the time
remained pertinent. While horror films are an international medium, the present study is
concerned with those that are both produced in and reflect American society.
Much of the film literature starts with an analysis of 1950s horror, linking science-fiction
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monsters with Cold War hysteria (Cherry 2009; Derry 2009; Humphries 2002; Hendershot 2001;
Jancovich 1996). The 1950s brought new anxieties: “The atomic bomb, the Holocaust, the social
cataclysms brought about by World War II, and the accelerated pace of scientific developments
and social change have irrevocably altered the horror film” (Derry 2009:22). The increased sci-fi
representation in horror movies - through robot or alien invasions, or mad scientists creating
horrific creatures – represented the fear of Communist invasion that Americans were feeling
during Cold War pressure. The films also served as a cautionary look at the increased scientific
advancement of the time.
Beginning in the 1960s, analysis focuses on an increase in violence in American society
(Towlson 2014; Derry 2009). The 1960s saw the golden years of the Civil Rights movement,
along with the very public assassinations of strong leaders, such as President John F. Kennedy
and Martin Luther King, Jr. Anti-war sentiments over Vietnam also increased violence in the
American public eye. This increased violence showed the American public that man has become
the one to fear. Films like Alfred Hitchcock’s Psycho perfectly depicted the capabilities of a
violent man to wreak havoc on those around them. As Humphries (2002) puts it, “The element
that needs to be stressed, precisely because it is so easy to overlook, is that we are dealing with
the modern, everyday world, not with one situated in the past. Gone are the mad scientists, the
remote islands and settings, the dangers of invasion and radiation” (85). For many, the 1960s
marked a turning point for the horror genre that would persist from then on, as it shifted towards
the modern horror of man as monster (Eggertsson and Forceville 2009; Humphries 2002; Pinedo
1996; Jancovich 1996). The fear has become humanized, in that it no longer is a mass of
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unnamed “others,” but the suggestion that someone down the street could wreak havoc on your
life.
The horror films of the 1990s and 2000s have been categorized by the huge increase in
gory violence in comparison to their predecessors, with special attention being given to serial
killers (Davis and Natale 2010; Simpson 2010; Pinedo 1996). The popularity of these films
reflects the desensitization of the American public to issues of violence. Others, like Towlson
(2014), point out the anti-authority messages of these films, in that governmental agencies could
not be trusted. This mirrors the distrust of police that continued to escalate in society during this
time period, as well as the climate today.

Horror and Stereotypes
Horror films have often thrived off of fear of the “Other,” with the monster or evil force
representing anything that is not the hegemonic (white) norm (Brooks 2014; Cherry 2009;
Benshoff 2000; Case 1991). Here, the “normal” is made up of the white, middle-class
heterosexuals, while the “other” is composed of those who are opposite on racial, sexual, and
class levels. By categorizing minorities as the monsters in these films, it represents the overall
fear and fragility of the hegemonic white class that “something” is coming to take their power
away from them.
Concerning the role of women in horror films, a variety of arguments have been made.
Some work argues that women as victims and as monsters represent a fear of female sexuality
(Humphries 2002; Berenstein 1996; Lindsey 1996; Clover 1996; Creed 1993; Hollinger 1989).
Others, like Wood (1986) argue that the increased violence of films in the late 1980s and 1990s
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represent a dissatisfaction with traditional sexual roles and the “typical” American family. In this
sense, watching sexually active women die on screen serves as a critique of prudish ideas of
female sexuality and expression. Clover (1992) is credited with the creation of the “final girl”
analysis of slasher films, in which she points out the overwhelming characteristics that a final
girl must possess: “her smartness, gravity, competence in mechanical and other practical matters,
and sexual reluctance set her apart from the other girls and ally her, ironically, with the very boys
she fears or rejects, not to speak of the killer himself” (40). The final girl must act on her own
accord, as there is no one left to help her escape or even defeat the killer. It is important to note
that the final girl is sexually pure, as it contributes to Clover’s argument that horror films serve
as a criticism of budding female sexuality.
Welsh (2010) expands on the notion of the final girl in his analysis. He explores the
“slasher horror film” genre, commenting on the disparity between deaths for men and women,
focusing specifically on characters who were sexually active. He points out that “a frequent
criticism of slasher horror films has been that female characters are more likely to be subjected to
violent consequences when they engage in sexual activities or, in other words, defy traditional
gender schemas” (Welsh 2010:764). In an analysis of 50 North American slasher films, released
from 1960 to 2009, Welsh found that, overwhelmingly, female characters who engaged in sexual
activity were not only significantly less likely to survive, but their death scenes were also longer,
on average, as compared to female characters that did not engage (2010:770). By consistently
killing off women who embrace their sexuality, the media perpetuates the idea of the
“wholesome” woman – as in this is the only way that women should be.
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Caputi and Sagle (2004) examine popular films in the “monstrous feminine” horror
category, which typically showcases a woman of color as someone who is overtly sexual,
dangerous, and violent, especially in contrast to a white female character. One of their big
examples is the 1942 film, The Cat People. Caputi and Sagle point out that the Serbian main
character, Irena, becomes a man-eating black panther when her husband approaches her for sex,
and go on to argue that the characteristics that make white woman “noir” are stereotypes of
women of color: “primitive emotions and lusts, violence, sexual aggression, masculinity, lesbian
tendencies, promiscuity, duplicity, treachery, contaminating corruption, sovereignty, and so on”
(2004:92). By transforming white women into literal animals, filmmakers not only continue the
stereotype of women of color, but also send a warning signal to white men about the “dangers”
of these women.
In the 1990 film, Tales from the Darkside, an episode of the film features a gargoyle that
kills a white man but spares the life of another, so long that he promises to never speak of the
experience. This same man goes on to marry a woman of color, have children, and lead a happy
life, until their ten year anniversary. Because he had remained intrigued by his experience with
the gargoyle, he finally decides to share the secret with his wife, only for her to transform into
the gargoyle and kill him swiftly. Quoting from Crenshaw within the article, “Here the drop-ofblood rule really works: The children, although half human, are little monsters too. Can anyone
doubt the message – white male miscegenators beware! Exotica and danger do go hand in hand”
(Caputi and Sagle 2004:100). Elements of fear and horror can serve to further push the image of
women of color away from reality, making them something to be feared.
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Brooks (2014) examines the dynamics of the horror film in terms of both people of color
and gender. She points out that the “final girl” of the film – the last female alive at the end of the
piece – is almost always white. Similar to the discussion in Welsh (2010), the final girl is
inherently pure and sexually unavailable, while being intelligent and strong enough to survive
(Brooks 2014:464). However, Brooks argues that while the stereotype of women of color as
dominant and strong plays into what the final girl represents, the final girl cannot be black
because the white male audience must identify with her danger and survival. She goes on to say
that horror films thrive on the physical and/or mental violation and torment of a typically female
protagonist, with her being otherwise unsexual. Because women of color are often stereotyped as
sexually aggressive, audiences (as in white males) would not believe that she would resist to
such physical violation, but rather that she would welcome it. Brooks argues that the stereotypes
associated with black female sexuality serve to keep them as “others” or monsters: “the
construction of black women’s sexuality in the Western hegemonic imaginary has been defined
against the sexual mores constructed for white women…: piety, purity, submissiveness, and
domesticity” (2014:467).
Brooks also discusses the role of men of color in contemporary zombie films. Quoting
Newitz’s Pretend We’re Dead: Capitalist Monsters in American Pop Culture, she links zombie
films to the instability of white supremacy and “the demise of white power and Western
rationalism” (Brooks 2014:466). In these movies, black men are often depicted as heroes, but are
tragically killed by their white counterparts as they are mistaken for the actual threats. This
speaks to contemporary American society, especially keeping in mind the relationship between
police forces and communities of color.
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The current study will contribute to this larger literature by examining what appears to be
another shift in the horror genre, in that the real-life fear of repression (especially for minority
groups) is utilized throughout plot lines. To examine this shift towards the woke horror subgenre,
I relied on an intersectional theoretical framework, pulling from critical race, gender, and
sexuality theories.

CHAPTER 3
THEORETICAL APPROACH

Robin Wood (1986) offers an insight into the horror genre that is essential for this
project:
One might say that the true subject of the horror genre is the struggle for recognition of
all that our civilization represses or oppresses, its re-emergence dramatized, as in our
nightmares, as an object of horror, a matter for terror, and the happy ending (when it
exists) typically signifying the restoration of repression. (75)
While this quote is over 30 years old, it remains pertinent today to the present analysis, as each
text shows some sort of regression into old ways of living, with minority groups experiencing the
most losses.
Because this project is concerned with a variety of minority groups (race, gender, and
sexual orientation), the theoretical approach is one of intersectionality. This theoretical
framework helps make the argument that each of these texts serve as a representation of the
current state of American society, as well as representing a fear of regressing into oppressive
states of living, where many of these identities are not recognized or valued. Intersectionality
emerged from critical race theory in the late 1980s to early 1990s, with initial focus on the plight
of African American women (Crenshaw 1989; Collins 1990). As it progressed, intersectionality
expanded to analyses of all racial differences, class differences, and sexual orientation
differences (Cho, Crenshaw, and McCall 2013; Delgado and Stefancic 2012). At its core, an
intersectional approach stresses that an individual’s identities will interact with each other and
affect the way they experience and interact with the world. Critical race, gender, and sexuality

13
theories all point to the unequal balance of power between their respective minorities and the
hegemonic power – or white, heterosexual males. Despite their separate foci, each finds that the
dominant group uses their higher standing in society to maintain the status division between
groups. While past research on horror has looked at representations of race, gender, and sexuality
respectively, there is a lack of intersectional approaches, as Brooks (2014) critiques. Having an
understanding of how racial, gender, and sexuality differences take place and are represented
will guide my understanding of power relationships and fear within the texts.
Kimberlé Williams Crenshaw (1989) offers important critiques of the intersectionality of
race and gender that greatly benefit the current study. She argues that identity politics are much
more difficult for women of color to engage in, because they belong to both the group of
“female” and “of color,” suggesting that women of color are consistently marginalized by society
(358). In this sense, women of color will have different experiences than their male counterparts,
as well as their white female counterparts. Their characterization in the media, then, cannot be
understood solely by just their race or just their gender, but rather, will need a deeper
understanding of how the two interact to create the life and experience their portrayal has.
Crenshaw also argues that subordinated groups, like women, people of color, or those in
the LGBT community, may sometimes engage in the categorizing (or “naming” process) as a
way to empower themselves and reclaim labels that were formally meant to be negative
(1989:375). This idea of naming is useful for my project, as it changes the meanings of some
dialogue or actions in the show. As I analyzed the minority characters of the show, I was sure to
look specifically at how they react to the labels placed upon them, and if they reclaim these
labels at all, or if they choose to hide them out of fear of retaliation. In some instances, characters
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embraced the labels that the dominant groups meant to be negative, doing this for various
reasons that will be explored in Chapter 5.
Patricia Hill Collins (1990) offers insight into the unique consciousness that African
American women have, given their “double minority status.” Because these women are treated
differently based on being part of a minority race, as well as because they are female, they are
doubly exposed to injustice and inequality. In this case, they are more able to see the inequality
as opposed to their white, female counterparts. Despite their increased consciousness, however,
minority groups cannot easily and/or always speak out: “while an oppressed group’s experiences
may put them in a position to see things differently, their lack of control over the apparatuses of
society that sustain ideological hegemony makes the articulation of their self-defined standpoint
difficult” (Collins 1990:749). This concept is featured prominently in all three texts, as minority
groups both maintain a consciousness of their standing within the world, as well as being
challenged in being able to use that consciousness to successfully alleviate their submissive
status.
Michael Omi and Howard Winant’s (2014) concept of “racial projects” speaks to a
significant strategy for maintaining power. In their understanding, a racial project “is
simultaneously an interpretation, representation, or explanation of racial identities and meanings,
and an effort to organize and distribute resources (economic, political, cultural) along particular
racial lines” (Omi and Winant 2014:125). These racial projects are reflections of or responses to
the racial structure of society as a whole. Most often, racial projects will be negative, as they
reflect the current inequalities that society embraces. The media, then, perpetuates the hegemonic
“whiteness” that exists in society, in that minority roles will almost always serve as support to
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the main, white role. I argue that racial projects can also be extended to gender and sexuality
projects, given the same concept but with a focus on perpetuating the heteronormative message
of society. Stereotyped understandings of minorities serve as racial projects, which keep the
power with the dominant group. This concept is essential, given that the use of stereotypes to
invoke fear in each text is highly present.
Nicole LaMarre (2009) looks at two different theories of sexual identities, with the first
being a social constructionist approach. This theory argues that individuals are impacted by the
social environments that they live in, and in terms of sexuality, they are continuously forming
their identities within the cultural definitions of society. Looking at the current culture in the
United States, LaMarre points out that the binary definition of sexuality (heterosexual or
homosexual) limits the fluidity of sexualities that some individuals experience (2009:767). Not
only that, but individuals are assumed to be heterosexual from birth, until they announce that
they are not publicly. The modern approach to sexuality suggests that individuals are not
constricted to a heteronormative sexuality at birth, but rather form their sexual identities through
interactions, allowing them to learn what is sexual, as well as attaching moral meanings to
sexuality (LaMarre 2009:768). However, dominant ideologies will continue to pressure
individuals into heteronormative understandings of sexuality. These evolving theories of
sexualities add to the critical notions of identities. Given that there is still much debate around
sexuality, these challenges of sexual freedom can still face repression from the dominant group.
Analysis through an intersectional framework is crucial for the current project due to the
shift in representations within the horror genre that focus on the repression of minorities. Within
all three texts, characters’ multi-faceted identities are prominent both in their lives and the plot
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lines. Their identities interact with the fears and ideologies present in ways that are unique, given
the numerous overlaps of race, gender, and sexual orientation. Critical theory’s focus on power
dynamics and how divisions of power are maintained speaks directly to the actions taken in AHS,
The Handmaid’s Tale, and Get Out by dominant groups. This theoretical framework aids in my
discourse analysis of the three texts.

CHAPTER 4
METHODOLOGY
With all three texts, I engaged in discourse analysis following Fairclough’s (2004)
definition. In his understanding, languages of all kinds, including verbal and body language, are
social tools that impact social relationships and environments. It demonstrates both how
language plays a part in the reproduction of power in social situations, as well as “the effects of
discourse in constituting, reproducing, and changing ideologies” (Fairclough 2004:215). By
examining the dialogue within these texts, I achieved a more thorough understanding of how the
dominant group obtains their objectives, as well as how minority or subordinate groups navigate
the situations they are placed in. My analysis was strengthened by also examining the visual cues
within the text, such as nonverbal expressions or background images and noise.
Past studies have benefitted from analyzing dialogue (Fisher, Hill, Grube, and Gruber
2007; Fouts and Inch 2005) because it has revealed a variety of patterns. Both of the
aforementioned studies were able to use their analysis of dialogue to expose not only a low
number of characters, but a lack of diversity in storylines for LGBT characters as well. In a
similar vein, Merskin (2007) and her analysis of transcripts of dialogue from Desperate
Housewives helped reinforce her claim that mainstream media serves to strengthen the image of
Latinas as women who use their sexuality to get ahead. In all of these instances, looking at
specific language helped to expose how stereotypes were enacted continuously. By looking at a
combination of dialogue and visual images, I was better equipped to uncover potential patterns
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of stereotypes being evoked by dominant groups.
Through the course of the project, I examined eleven episodes of American Horror Story:
Cult, with each episode ranging from approximately fifty to sixty minutes of data (without
commercials). The first season of The Handmaid’s Tale consists of ten episodes, with each also
ranging from fifty to sixty minutes of data. Get Out has a run time of 104 minutes, bringing the
total amount of data collected per round at approximately 1,364 minutes (roughly 23 hours). My
analysis utilized the grounded theory approach for coding the data (Glaser and Strauss 1967;
Thornberg and Charmaz 2011). In grounded theory, researchers find their codes and themes from
the data itself. I engaged in initial coding, in which I watched each text in their entirety, coding
each on themes that emerged from the analysis and creation of categories from the themes, in
keeping with the approach of grounded theory and discourse analysis. As I closely watched each
of the texts, I created “memos” or notes to help focus my later analysis by capturing fresh
thoughts that emerge, as well as asking questions of any emerging patterns. I then compared the
themes with each other to determine if the initial thoughts about themes and patterns are similar,
different, or reoccurring. My analysis also included evaluating each code for their
representativeness of the proposed themes, or what Thornberg and Charmaz refer to as “focused
coding,” in which I categorized codes under a significant and strong code heading. In order to
successfully evaluate each code, I engaged in a second round of viewing for each text, as a way
of affirming the proposed themes along with editing categories for clarity as needed. This
translates into a total of 2,728 minutes (or 46 hours) of data analysis.
During coding, there were instances where individual characters had long spans of
dialogue that were too crucial to paraphrase. When this occurred, I recorded the audio on my
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phone and later transcribed the dialogue fully for my notes. This not only insured accuracy, but
also allowed me to jot memos down as the characters spoke, instead of focusing on copying the
speech word for word in real time. I also created lists of the primary characters in each text, as
well as synopses of the texts, which are included as Appendices A and B, respectively.
An increased sample size would have potentially allowed for greater crossover in themes
between the texts, as well as new patterns. However, due to the newness of the woke horror
genre there are not as many texts to choose from. As stated in Chapter 1, American Horror
Story: Cult, The Handmaid’s Tale, and Get Out are all considered highly acclaimed, making
them excellent representations for the analysis of woke horror. Being that the genre has arisen in
the last five years, I believe that these three texts appear to be the best representation of the
emergence of woke horror. Another limitation of the project to overcome was my own initial
personal reactions. With so many horrors and fears projected on screen, there were times where I
would find myself experiencing (understandably) emotional reactions in my social location as a
white woman. By engaging in multiple rounds of viewings, as well as continuous coding and
memo writing, I became desensitized enough to analyze for the themes without personally
reacting.
Engaging in discourse analysis is particularly fitting for this project because of the
intersectional framework. Intersectionality is complex, in that intersectional identities are
expressed in a variety of ways. By engaging in discourse analysis with my horror texts, my
methodology allows me to observe and code the various expression of intersectionality, whether
it is explicit through dialogue or implicit through body language, facial expressions, non-verbal
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interactions, or background visuals. Through my discourse analysis, I was able to uncover
multiple themes that persisted across AHS, The Handmaid’s Tale, and Get Out.

CHAPTER 5
FINDINGS AND ANALYSIS
While AHS, The Handmaid’s Tale, and Get Out each had unique characteristics about
them, they all overlapped in multiple ways. There were shared themes of dominant groups using
fear to gain support for their causes, as well as using fear to control subordinate groups. As I was
coding, it became apparent that each of the dominant groups had to rise to the elevated state of
power in some way. The dominant group in each reflected the current state of society – white
and male members holding the power. Subordinate groups also reflected similar standings to the
current societal hierarchy, given that each text featured some combination of women, LGBT and
racial minorities as the subordinate (see Appendix A for a full breakdown of the primary
characters in each text). The dominant groups within each text utilized fear to both evoke desired
behaviors and to keep subordinate groups from trying to rebel. Each theme from overarching fear
strategies to control will be explored later in the chapter. A final interesting theme was the idea
of who the “saviors” were in the discourse. The term “saviors” in this instance will refer to who
was able to either free the subordinate group from the dominant or at least invoke widespread
rebellion, despite potential consequences.

Gaining Power

The idea of oppressive groups gaining power in real life is frightening to the subordinate
groups in real life. Individuals marginalized based on race, class, gender or sexuality are likely
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the ones to consume and identify with the subordinate groups in these woke horror texts, so the
fear is branded towards them as marginalized individuals and/or as woke audience members.
Given that white men have historically held the dominant position in society, their power would
need to be amplified in woke horror texts to further pull on the fears that woke audiences would
bring to the viewings. As I examined each text, it became apparent that the dominant groups
within the texts rose to this amplified, dominating power in some way or another.
In Episode 10 of AHS, we see a flashback to Kai watching the final 2016 presidential
debate in his basement, with his sister, Winter, and her friends, all of who are liberals. As they
tease him that there is no way Donald Trump could possibly win the election, he is quick to
correct them: “The world isn’t as progressive and tolerant as you think,” going on to exclaim that
white men have been humiliated for far too long. The election win for Donald Trump gave Kai
cause for celebration, as it affirmed his belief that the “comeback” of the white male was
beginning. The chaos and moral panic that clouded the 2016 presidential election helped Kai to
execute his takeover – first of the city of Brookfield Heights, Michigan, and then focusing on the
national government. Kai is also to gain a cult following because of his personality. As a
charismatic young man, Kai would adjust his background story every time he introduced himself
to a potential new member, in an effort to make himself more appealing and trustworthy. Kai
was then able to bring members into the cult by asking these individuals what their biggest fears,
dreads, and angers were, and offering solutions to all of the above. With his reassurance,
members found someone to believe in and began following his every order.
In Episode 6 of The Handmaid’s Tale, we learn that Serena Waterford, the wife of a highranking Commander, was the one to come up with the idea that fertility was a natural resource,
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given that the problems with infertility were so amplified in the United States during the time
before the revolution. This idea serves as one of the foundations that the government of Gilead
was built upon. However, she is not allowed to speak in front of the governing body about her
ideas, which upsets her husband, saying he would like to fight for her right. She refuses, saying
that there should not be fighting amongst themselves when they have a bigger fight outside. As
she leaves, the following exchange occurs between Commander Waterford and another
commander:
Unnamed Commander: Was she upset?
Commander Waterford: Oh, just frustrated. She’s been involved in this from the very
beginning.
Unnamed Commander: Eh, this is our fault. We gave them more than they can handle.
They put so much focus on academic pursuits and professional ambition, we let them
forget their real purpose. We won’t let that happen again. (Episode 6 32:43)
It is clear that the leading men of Gilead feel that the freedoms women had before were
detrimental to them. Going forward, women will not have any power in Gilead “for their own
good.”
In Get Out, once Chris is captured and brought into the basement, he wakes to find
himself strapped to a chair and forced to watch a short film featuring Rose’s grandfather, Roman
Armitage. In the clip, Roman narrates,
You have been chosen because of the physical advantages you’ve enjoyed your entire
lifetime. With your natural gifts and our determination, we can both be part of something
greater. Something perfect. The coagula procedure is a man-made miracle. Our order has
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been developing it for many, many years, and it wasn’t until recently it was perfected by
my own flesh and blood. My family and I are honored to offer it as a service to members
of our group. Don’t waste your strength, don’t try to fight it. You can’t stop the
inevitable. And who knows? Maybe one day you’ll enjoy being members of the family!”
(1:12-1:15:11)
The coagula procedure that Roman describes above is something his son (Dean) has achieved. It
allows white people to transfer their consciousness to younger, stronger bodies – the bodies of
African Americans. Dean conducts a partial, surgical transplantation of the brains of the highest
bidding white member of their social group, into the bodies of the people of color who have been
auctioned off, connecting the new brain to the central nervous system of the new body. As it is
explained to Chris, “You’ll be able to see and hear what your body is doing, but your existence
will be as a passenger. An audience.” This means that when Dean conducts these surgeries, the
African American victims no longer control their bodies – they are instead controlled by the
brain and consciousness of the white person transplanted into them. In this sense, Dean is the one
who is able to carry out his father’s legacy and conduct the actual transformations, giving the
Armitages the power to dominant people of color.

The Dominant Group

Going into the coding process, I knew that I wanted to pay attention to who was
dominant in these woke horror texts. All three texts feature the hegemonic group holding the
power – white/male. In AHS, Kai Anderson is the white male leader of a cult. He is a selfidentified conservative (although this identity is challenged by others as his power grows
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stronger throughout the show) who repeatedly emphasizes a return to tradition. Throughout the
season, he criticizes the current state of America, whether it be the freedoms enjoyed by
contemporary women or the push for diversity by the Left. His power is further cemented by the
army of white male “volunteers” from around the country that flock to him after his city council
win. Many of these men fit the stereotypical description of a modern day Neo-Nazi and they
willingly and gleefully do whatever Kai asks of them – including committing acts of violence
and murder.
In The Handmaid’s Tale, white men are once again the ones to hold the power in Gilead.
Men who are “commanders” are involved in the government in Gilead and are able to make all
of the decisions. Their vision is one of tradition, with repeated references to Christian bible
passages, as well as referring to the decrease in fertility as a punishment from God for the sinful
ways of the past. Things like abortions, birth control, and morning after pills all fall into the
sinful category. One of the main commanders in this season is Commander Waterford, a white
male who was instrumental to the start of the revolution and creation of Gilead. There are white
men in The Handmaid’s Tale that do not outwardly rank with the government as a commander,
like Nick, the Waterfords’ chauffeur and Offred’s eventual lover. While Nick answers to
Commander Waterford, he also serves as a secret Eye, a surveillance group responsible for
keeping the peace in Gilead and punishing any rule breakers. The Eyes are a constant presence in
the story, with part of their power coming from the fact that they were secret members, often
disguised as normal workers like Nick.
The wives of commanders are also considered as a part of the dominant group, but solely
because they are married to the men in power. They themselves do not get the chance to be
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involved with the government or decisions in any way. While they may be infertile and cannot
physically produce children, they are not expected to “burden” themselves with anything outside
the realm of the house and children. It is important to note that I only saw one woman of color as
a wife and saw no men of color depicted as commanders. This is not to say that there are not
more women and men of color in the role, but they are not featured prominently within the plot
of the show.
In Get Out, the dominant group is, again, white, this time taking shape in a small family:
Dean and Missy Armitage, with their children, Rose and Jeremy. Although this dominant group
consists of two men and two women, I argue that the men still tend to hold the power. Dean’s
children, Rose and Jeremy are responsible for bringing black people to the family home as
wranglers for the auctions, while Dean’s wife, Missy, utilizes hypnosis to place their victims in a
state of paralysis and sedation, in which they cannot fight back or escape the auction and
consciousness transfer. While they all work together to maintain the cycle, there would have
been no procedure in the first place without Dean, the white male head of house. The Armitages
differ from Kai and the leaders of Gilead, in that they pronounce themselves as very liberal, with
both Rose and her father, Dean, telling Chris that Dean would have voted for Obama for a third
term, had he been able to. When Chris is visibly perturbed by the presence of Walter and
Georgina, the African American groundskeeper and housekeeper, respectively, Dean calls out
the cliché of it all, saying “Boy, I hate the way it looks,” (18:23).
Even during the family party, all the guests engage with Chris, acting very interested in
his life experiences and pronouncing things like, “Tiger Woods is my favorite golfer,” as a way
of displaying just how tolerant and anti-racist they are. Here, they are partly able to hold their
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power by putting forth a front of tolerance and acceptance. However, we know this not be true,
given that Dean Armitage auctions off people of color every year to the rest of his white friends,
to then transmit their brains into the heads of said people of color. Some of the bidders are
buying the victims to place their own brains within, while others are purchasing to replace a
different member of their life. We see the latter when one of the white women at the party asks
Rose if sexual intercourse is better with a black man, all while her wheelchair-bound, elderly
husband sits beside her. It is also evident with Walter and Georgina, the Armitages’
groundskeeper and housekeeper. By the end of the film, we learn that Rose’s grandparents have
been transferred into Walter and Georgina, as a way of allowing them to live on with the family.

The Subordinate

In AHS, the subordinate dynamic is a bit complicated, given that there is a shift in
dynamic about halfway through the season. At the start, the cult begins as very eclectic. While
Kai was the leader, the group was made up of Winter, his white lesbian sister; Ivy, a white
lesbian; Beverly, a heterosexual woman of color; Harrison, a white gay man who is married to
Meadow, a white heterosexual woman; Gary, a white male; and Detective Samuels, a white
male. All of the members are subordinate to Kai, in that they follow his orders, but they do not
seem to feel subordinate. Instead, they feel inspired by having someone to believe in and follow
– someone to protect them. It is important to note that Beverly was brought into the cult by the
promise of equal power, in that Kai said he could not accomplish his goals without her and
would gladly share the leadership role. There are numerous instances (which will be explored
later) where Beverly directs the planning and killings. However, this all changes in Episode 7.
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After winning the city council seat, Kai becomes surrounded by a large number of white,
heterosexual men. He explains that they were volunteers from around the country who were
inspired by his campaign and his story and wanted to help. After these volunteers show up, the
dynamic is divided. The original men of the cult remain in active roles, including Harrison, a
gay, white male. The women, however, are relegated to “women’s work,” like preparing the
meals for the men and cleaning. They no longer get to be involved with any campaigning or
killing. In Episode 7, Beverly expresses her frustration to the rest of the women:
Beverly: We thought this whole thing would get us some damn respect. He promised us a
seat at the table, but now that he’s gotten his national fame and bullshit seat, he’s doing
what men always do – push the women aside.
Bebe: As silly girls, we’re all stupid and doomed. History may change, but herstory
always repeats itself. (15:14)
While the women do attempt to rebel against Kai’s change in regime, they are ultimately
defeated and deterred through use of fear, which will be explored more later.
The Handmaid’s Tale features women as the subordinate group. Wives serve their
commanders, while other women are Marthas, or servants for the household who do the cooking
and cleaning. Aunts are typically older women who serve to train the handmaids for their future
duties. Women in all ranks have lower status than men, but handmaids are the lowest of the low.
They are often dehumanized, seen more as animals or breeding stock, given that their sole
purpose is to produce children for the leaders. Handmaids are even stripped of their names, and
given names derived from the men they are serving (Ofwarren, Offred, Ofglen, and so on). These
names switch as they move from post to post, with each stay and name lasting two years, not
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counting any pregnancy that occurs. In Episode 1, we see a flashback to Offred being trained to
be a handmaid at the Red Center, where Aunt Lydia speaks of the past:
“They were dirty women. They were sluts. But you are special girls. Fertility is a gift
directly from God. He left you intact for a biblical purpose. Like Leila served Rachel.
You girls will serve the leaders of the faithful and their barren wives. You will bear
children for them. Oh! You are so lucky! So privileged!” (17:50)
Admonishing the women of the past, who are the exact women being trained to become obedient
handmaids, reinforces this concept of returning to tradition, where female sexuality is a terrible,
scary thing. While there are racial and ethnic minority women in the handmaid role, the main
story is Offred’s (formally known as June), a white woman. In the flashbacks to the time before
Gilead took over, we get to see some of her interactions with her African American husband,
Luke, and their biracial daughter, Hannah. We can also see Offred/June interacting with her best
friend Moira, a lesbian woman of color, through different flashback sequences. LGBT women in
this text are labeled as “gender traitors” and sent to “the colonies,” where they engage in
dangerous and toxic physical labor. The only “redeeming” quality for a gender traitor is if she is
fertile, thus “allowing” her the luxury of being a handmaid. While Moira is considered a central
character of the story, we only get to see her when Offred sees her. Moreover, Moira manages to
escape the Red Center before she is sent to her first posting, so we have no idea how her
experience as a handmaid may have been different from Offred’s.
People of color are the subordinate group in Get Out, but the way they are brought to the
Armitages varies. Any man or woman brought to the house by Rose is typically a significant
other that she had been dating for a few months. They have placed enough trust in the
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relationship to believe meeting her parents is a good idea, and they are welcomed in as an
“equal,” in the same way we see Chris being welcomed. We realize the scope of Rose’s
involvement when Chris uncovers a box, containing photos of Rose with countless people of
color, including ones of her with Walter and Georgina. If Jeremy, Rose’s brother, is the one to
bring a victim, it is typically through stalking them and placing them in a surprise chokehold,
rendering them unconscious. Regardless of how the people of color arrive at the Armitages, they
are all auctioned off to the white friends of the family. It is important to note that there is an
elderly Asian American man present at the party prior to the auction, who asks Chris if he
believes it is more advantageous or disadvantageous to be an African American in today’s
society. This could suggest that Asian Americans as a minority group are suffering in
contemporary society, as it appears this man is debating if being a different minority may be
better. We cannot know for sure though, because he is not the one to ultimately win the auction
for Chris’s body.
Better Isn’t Better for Everyone

While I was coding the texts for how each dominant group came to their seat of power, I
found a pattern. Within the justification for unequal power given by dominant groups, there is an
important theme that developed: better isn’t better for everyone. In Episode 5 of The Handmaid’s
Tale, Offred speaks with Commander Waterford about the way things used to be. When she
points out that women had choices before Gilead, Commander Waterford fires back that women
now have respect and protection, as well as the ability to fulfill their biological destinies
[children]. While seeing that Offred is clearly dissatisfied with his answers, Commander
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Waterford says, “We only wanted to make the world better… Better never means better for
everyone. It always means worse for some.” In Commander Waterford’s eyes, the loss of rights
for women is a small price to pay for not only accomplishing their return to tradition, but for
“saving” the population by capturing all fertile women.
As another example, we see a flashback to Kai and Harrison meeting for the first time in
Episode 4 of AHS. Kai has some choice words for Harrison, who asks him if he is gay.
Kai: Diversity starts with d-i-v, which is also the first three letters of divide. Gay,
bisexual, transgender, these are labels created by the Leftists. They want to split us apart,
create special interest groups that put themselves over the greater good of the community.
A man with no label has an allegiance only to what is right. (6:53)
Here, we see Kai’s fixation on what the world has become. He blames the Left for creating
groups other than man and woman, arguing that it keeps people from working together or seeing
the bigger picture. However, many of the labels that he scoffs at represent groups of people who
have not been recognized as valid or worth various rights. By suggesting that these labels should
not matter, Kai establishes that some people need to lose ground in order for the world to move
forward as a whole.
In Get Out, we get a sense of this theme in Roman’s narration of the coagula procedure.
When he says that people of color have “physical advantages,” it implies that it is something that
white people have been lacking. Furthermore, to argue that combining these “natural gifts” with
the “determination” of white people, he suggests that the world will be better off – but this will
only be so for the white buyers. For the people of color, they lose the ability to control their own
lives. This does not appear to concern Roman, the Armitages, or the rest of their friends, as the
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auctions and surgeries have clearly been going on for a long time. The idea of white
determination suggests that the reason why people of color have not been able to “succeed” is
because they do not want it enough, which is one of the components of colorblind racism, as put
forward by Bonilla-Silva (2014). Roman’s phrasing, then, implies that the Armitages and their
friends believe they are making the world a better place for everyone, even their victims, because
they are allowing an African American to “finally” succeed, thanks to their white minds. When
Roman says, “You can’t stop the inevitable,” there is a finality to it, in that there will be nothing
that either stops them or changes their mind that this way of life is too harmful to be beneficial.
“Woke” Fear and the Horror Genre

All horror genre relies on social fears playing out between the characters on screen, in an
effort towards eliciting an audience reaction. As discussed earlier in the chapter, the fears in
woke horror are meant to amplify the fears of the audiences that go to see them. While audiences
in the 1950s saw alien invasions as representations of the fear of foreign invasion, audiences for
woke horror have a new and different experience. To see an oppressive, dominant group
maintain power and control on screen mirrors not only the reality for many minority groups, but
the added fear that they may lose the rights they have fought hard to obtain. It is for this reason
that I felt fear was a worthwhile concept to examine within the texts. Fear is utilized in a variety
of ways in all of the texts, such as harnessing the actual fears of individuals to keep them
subordinate, invoking fear in the larger group to get them to follow the leaders, and fear of
physical harm or death to keep subordinate groups obedient. These different uses of fear by
dominant groups will now be explored.
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Moral Panics in Woke Horror

Dominant groups within the text consistently amplified the fears of individuals to
manipulate their behavior. Moral panics, a concept long studied in sociology, describes the
creation of feelings of fear among many individuals in a society that some malevolent force
threatens the well-being of the group (Cohen 1972; Goode and Ben-Yehuda 1994). These threats
are often unfounded but are successfully created in motivating individuals to try and avoid the
potential impacts, because the threat to morality is so great. During the coding process, there was
a shared theme of created moral panics throughout the texts. Moral panics in woke horror texts
reflect the very real fears being created and capitalized on by the dominant group. When Chris
expresses concern to Rose over the fact that she did not tell her parents that she was in an
interracial relationship in Get Out, it mirrors the earlier moral panics associated with antimiscegenation laws and norms. Chris is concerned that Rose’s parents may still hold these
created views of moral panic. The categorization of lesbians as “gender-traitors” or “unwomen”
in The Handmaid’s Tale speaks to moral panics that have been created around LGBT identity
and messages created by the dominant group’s focus on women as reproductive beings, thereby
creating a moral panic over the supposed non-normative role of heterosexual reproduction.
Below are some in-depth examples of dominant groups creating moral panics to garner support
for their agendas.
In Episode 1 of AHS, Kai visits a town council meeting to speak out against a motion for
increased security around a Jewish community center. He begins by addressing the entire
council, a diverse mix of men and women, by asking them what is it that people love the most?
Fear. He winds up delivering an ominous speech about the power of fear:

34
Kai: Above all, humans love fear. The fear that over time we have honed and polished
and built up, brick by brick, until it stands before us every day, as tall as the Trump
Tower. How do I know that we love fear more than our children? Because we are willing
to ruin their lives in service of some irrational fear of losing them. “No, Billy, you can’t
walk to school today. What if somebody kidnaps you?” “Clarabelle! Don’t listen to rap
music, you might get bad ideas about yourself!” Every day, we are choosing fear over
freedom. Freedom of movement, freedom of congregation, freedom of –
Councilman Chang: I’m sorry, I’m not seeing what this has to do with the motion.
K: Because you don’t see anything. None of you do. Fear is currency, it has value. We
don’t need more cops, we need less. We don’t need to protect the Jewish community
center, we need to let them blow it up!
CC: Order!
K: I’m trying to help you, don’t you see? They want to be scared, they yearn to be scared.
They want to be so scared that they don’t have to think anymore, that they don’t have to
want anymore! Fear will release them from their desires and their ambitions and their
bullshit needs! And then they will come running to us like children in a feverish
nightmare, and the chosen few who are not afraid of the seas and the heights and the
beasts of the world will return to the head of the evolutionary table to shepherd the weak
to the chosen promise land of truth and freedom!
CC: Okay, okay… Let me get this straight. You want us to just let chaos reign in our
community, so that everyone gets so scared that they’ll, what, give us some sort of
unlimited power to protect them?
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K: Haven’t you been watching what’s going on in the world? I’m just telling you what’s
happening man. (Episode 1 14:42)
Councilman Chang shoots Kai down, telling him that no one is afraid but him. By the end of the
episode. Kai and the cult have killed Councilman Chang and his wife. The murder serves two
purposes: to create a vacant town council seat for Kai to win and to further strengthen the
growing public concern about crime in their community.
In the same episode, Kai harasses a group of Latino men by singing a parody of “La
Cucaracha” filled with racial slurs and throwing a pee-filled condom at them. The men charge
Kai and beat him up, all while two other cult members, Harrison and Meadow, film the
altercation off screen. As the cult continues to kill people throughout the town, cult member
Beverly uses her position at the local news station to help amplify the fear. The footage of Kai
being beaten by the Latino men is shown on the news, stating that a local man had been attacked
by a group of “migrant workers,” who were now being held at an ICE detention facility and
could face deportation. The story featured an interview of a bruised Kai: “I’m disgusted and
outraged. When President Trump called them criminals and rapists, he was viciously attacked by
the PC police. I grew up in this town and I remember when our communities were safe, but
they’re not anymore. Look at my face!” (7:53) The language in the news report, along with Kai’s
own interview and reference to Donald Trump’s comments, build upon public stereotypes of
Latinos. As the news report concludes, Kai announces his campaign for the open city council
seat with the following: “Vote for the man who can take your fear away! They’re out there.” The
news report not only stokes the fear of the town with stereotypical portrayals, but also sets Kai
up as the one who will actually do something about the fears.
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The Chang murders in Episode 1 are part of Kai’s plan to win the open council seat,
working to amplify the fears of Brookfield Heights, Michigan, all while campaigning on the
promise of bringing safety and security back to the town. In Episode 2, Kai comes to Ally’s door,
explaining that he’s campaigning door to door for his run for city council. When Ally refuses to
let him inside, he asks, “When was the last time you really felt safe? Like can you remember
when you weren’t scared all of the time?” He goes on, “Did you know that you are 40% more
likely to be the victim of a violent crime at the hands of an illegal immigrant, and that the murder
and rape rates are the highest they’ve ever been?” (Episode 2 32:11) Despite the fact that we
know this information is inaccurate (Kai found it on social media), the damage is real. Although
we only see his interaction with Ally, we know that he has been going throughout the
neighborhood, spreading the same lies and fear to other individuals. Even when there is a lack of
proof, the moral panic among the public over the state of the world is something that Kai
continuously uses to his advantage.
In all of her news reports, Beverly uses a lot of fear and uncertainty language, such as
“The government appears to be turning a blind eye,” and “Are our children safe?” In a report at
the beginning of Episode 5, she even claims that crime has increased by 40%. Her boss Bob, a
white heterosexual male, admonishes her for it, questioning her accuracy: “You’re scaring the
shit out of people. Stop airing fake news!” It is then that Beverly suggests to Kai that they
amplify the fear by broadcasting one of their sadistic murders. Up until this point, Kai had been
relying solely on Beverly’s reports at their crime scenes to contribute to the moral panic. By
including footage of an actual murder in the report, the cult would create an even higher spike in
public concern. He agrees, leading them to kill Bob and record it. Beverly then airs the full video
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of the murder on the news that night. Kai’s tactics ultimately work, as he wins the election and
gains power in town council.
Even after he wins the election, Kai continues to use fear to help him advance. He
quickly decides that he will begin campaigning for the 2018 Senate seat, but faces backlash from
those who do not support him. He decides to create more fear and panic, with the added twist of
framing the Left as the killers this time. Before, the killings and violence had not been attributed
to any group of people, but rather to a larger, endless crime problem in Brookfield Heights. In
Episode 10, he tells one of the cult members, Gary, that he must sacrifice himself for the good of
the cause. Gary cries, but agrees, and is stabbed to death by the cult, He is then propped against
the door of a Planned Parenthood with a sign that reads “Stop the Slaughter,” written in his own
blood. Kai then instructs Beverly to report on the murder, where she interviews Kai about it. He
claims that it was “the Woke Warriors,” a group he calls a Leftist terrorist group: “Today the
victim is a pro-life patriot. Who’s next? Pregnant women recognizing the sanctity of life growing
inside them? Any more bloodshed by the Woke Warriors is on Senator Herbert Jackson’s hands”
(Episode 10 26:30). By doing this, he is not only rallying support from his political constituents,
but also shifting the blame for inaction onto the Democratic senator that he is trying to unseat.
In The Handmaid’s Tale, the commanders built upon the public fear and anxiety over the
infertility rates in order to rise to power. In Episode 2, we see a flashback of Offred/June giving
birth to her daughter Hannah. As she and her husband Luke enter the hospital, the sidewalks and
entrances are crowded with people, praying for healthy babies to be born. Later in the episode,
when Offred/June looks into the nursery, all the beds are empty. The nurse explains that many of
them died overnight or were sent to the ICU in critical condition. This suggests how serious the
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infertility problem is, as it is not only rare for a woman to get pregnant, but rarer still for the baby
to either be carried to term or born healthy. Without being able to produce healthy babies, there
was a public moral panic that human life would soon fail to exist. The commanders were able to
gain support for the idea of handmaids by placing the blame on women for leaving traditional
roles and exploring their sexual freedom, while simultaneously offering it as a solution to the
population problem.
Fear for Life
Another theme that emerged in the coding was a continued fear for one’s life. The fears
described here are when members of the subordinate group are faced with threats upon their
physical safety or their lives. These threats are both implied and visual. Threats against
individuals in each text are meant to keep them from disobeying the orders and wishes on the
dominant group. They serve as reminders of the pain and suffering that they could face, should
they attempt to escape. Gramsci’s (1971) concept of hegemonic control suggests that dominant
groups “take for granted” that their subordinates will consent to the order that they have put
forth, but the dominant are still prepared to use force to achieve said order if there is resistance.
The implied and visual threats that the dominant groups used in the texts demonstrated their
willingness to rely on force, should their orders not be readily accepted

Implied Threats

In the three texts, the discourse analysis revealed themes that were implied threats.
Implied threats are verbal or visual warnings against subordinates misbehaving. Visual warnings
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encompass the implied threats that do not utilize dialogue to get their point across, such as body
language and facial expressions. These threats rely on subordinates realizing the physical danger
that their actions could put them in. In Get Out, when Jeremy attempts to engage in some MMA
sparring with Chris, Missy, the mother, is able to deter him with a stern and swift, “Jeremy,”
followed by solid eye contact (25:55). Unbeknownst to the audience at the time, Missy makes
Jeremy stop in an effort to both keep Chris from being injured (and ultimately less valuable at
auction) and to keep their cover as a normal family. In another scene, Chris attempts to talk to
Walter, the African American groundskeeper. Chris finds Walter’s behavior slightly off and
stoic, while being creepily cheery at the same time. After the brief conversation, Walter smiles at
Chris and says, “I should get back to work and mind my own business.” While the phrase is said
with a smile and a light tone, it has a foreboding feel to it, suggesting that Chris, too, should
mind his own business and stop asking questions. Although Chris continues to feel uneasy, he
does not engage with Walter for the rest of the film.
When Offred first meets Serena Waterford in Episode 1 of The Handmaid’s Tale, Mrs.
Waterford immediately cautions her against acting out “If I get trouble, I will give trouble back”
(8:32). Offred simply nods, knowing that Mrs. Waterford has the power to hit her (or worse)
should she misbehave. In Episode 4, Offred’s shopping partner, the new Ofglen, catches her
trying to get information from another handmaid, the old Ofglen. She warns Offred to remain
focused on behaving and doing her duty as a handmaid, because Ofglen had a terrible life on the
streets before she became a handmaid, and nothing will ruin that for her. This implies that Ofglen
would have no problem reporting Offred to the Eyes, should she choose to break the rules. In
Episode 6, Mrs. Waterford tells Offred that foreign diplomats are going to be visiting the house,
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and that they may have questions for her about their lives in Gilead. She advises her that she
should answer wisely. Offred takes this as a warning of physical punishment, should she try and
tell the foreign visitors about the horrors of Gilead, leading her to answer the questions in a
positive, but vague, way. In Episode 10, Mrs. Waterford discovers that Offred has been seeing
Mr. Waterford in private. The only think that saves Offred from being turned into the Eyes is the
fact that she is pregnant. Mrs. Waterford takes Offred on a drive with her, ordering her not to
look out of the windows. When Mrs. Waterford exits the car, Offred sees her go up the steps of a
school and hug a small girl: Offred’s daughter, Hannah. Offred screams and begs to be let out
from the car as Mrs. Waterford sits with Hannah. When she arrives back, Offred continues to cry
and ask to see her daughter. Mrs. Waterford refuses, telling Offred, “As long as my baby is safe,
yours will be, too.” With this threat, Mrs. Waterford has attempted to secure Offred’s obedience
throughout the pregnancy, with a thinly veiled threat against the comfort and life of Hannah.
In Handmaid’s, there is also the constant visual threat of armed guards. Any time that
Offred is walking outside with her partner, we can see guards in heavy gear, with large guns,
present. Even if no guards are visible on screen, there is the intermittent noise of men using
walkie-talkies to communicate with each other. This suggests that they are always being watched
and that danger is always seconds away, should they attempt to rebel. The added presence of Eye
vans on the street amplifies this fear of surveillance, as any member of Gilead knows that seeing
an Eye van coming your way means immediate pain and suffering. There are multiple times
throughout the season that Eye vans are seen driving down the street, which is enough to stop
Offred and anyone else outside in their tracks.
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When Kai is elected to the town council in AHS, he begins using implied threats as a way
of maintaining power over people outside of the cult. In Episode 8, Kai attempts to get his
volunteers hired as private security for the town. One member of the council withholds his vote,
saying that he does not think it is necessary. Kai begins to question him, pointing out that said
councilmember lives in a gated community, but that his “two beautiful daughters” need to leave
those gates to go to school. How would he feel if something were to happen to them? While Kai
maintains a perfectly calm demeanor during this questioning, there is a threatening air in the
room, suggesting that the “something” could definitely be made to happen. The councilmember
changes his vote to yes.
In Episode 9, Kai is pushing for an internet ban that will block certain cites from being
accessed, as well as connecting the town’s computers to a central server. The entire council
seems skeptical about the idea, but Kai turns to a fellow councilman to ask his opinion. We can
see that this man is in a sling, as well as has a black eye. The councilman shoots a nervous glance
to the town hall audience, which is filled with Kai’s volunteers: “I think it’s a fantastic idea.”
This motivates the rest of the council to vote yes on the ban. Although we cannot know for sure
that it was Kai’s cult that beat this councilman, it is implied through the behavior of the injured
man when questioned. The visuals imply that violence and intimidation hold power. The
presence of Kai’s army of strong and intimidating volunteers work to both provide an aura of
safety to the public, while also implying that dissenters or opponents of Kai will be physically
dealt with.
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Visual Threats

While coding, it became apparent that there was another kind of threat that held high
power over the subordinate groups: visual threats. Visual threats are those that are displays of
violence, killing, and/or death. They include killings or physical punishment in front of a
subordinate individual or group and public displays of the dead that suggest it is the outcome for
rebelling. In Episode 1 of Handmaid’s, Offred and Ofglen walk along the river and stop to see
three bleeding bodies hanging from the side of the wall. Each can be identified by the symbols
on their hoods: a doctor, a priest, and a homosexual man. These visual displays of the dead
suggest that this is the outcome for those who do not believe in the lifestyle and traditions of
Gilead. In the same episode, we see a flashback to the Red Center, as Offred is being trained to
become a handmaid. When another newcomer scoffs at Aunt Lydia’s speech on God’s blessing
of fertility, Aunt Lydia approaches her and says, “Blessed are the meek, dear,” followed by
zapping the dissenter in the neck with an electric cattle prod. The girl is then dragged from the
room, only to be returned later with a bloody bandage over her right eye. When Offred questions
Moira about it, she says, “‘If my right eye offends thee, pluck it out.’ We’re breeding stock. You
don’t need eyes for that” (Episode 1 21:56). Throughout the rest of the season, we see other
handmaids that are missing their right eyes, so we know that this is not an empty threat. Offred
then learns that there are very real physical dangers to disobeying. Any time that handmaids did
not participate in the training, such as shaming women for telling stories about their past sexual
assaults, they were physically hurt until they complied.
In Episode 3, we learn that the original Ofglen (formerly Emily) was taken into custody
by the Eyes for being a “gender-traitor”: she engaged in a lesbian relationship with the Martha at
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her posting. She and the Martha are charged with gender treachery, but only the Martha is sent to
death by hanging. Ofglen is sentenced to “redemption” because she is fertile and therefore too
important of a resource to let go. Ofglen is then forced to watch the Martha be hanged before
being taken to a hospital. When she awakes at the end of the episode, she is in immediate pain
when she stands up, noticing a bandage over her crotch. Aunt Lydia enters the room and tells her
that they took care of her problem. She will still be able to have children but “you won’t want
what you cannot have.” Ofglen has been castrated, so that she will be in pain every time she has
sex and will never find sexual intimacy pleasurable. The government believes they have removed
her homosexual desires by doing this. The grotesque punishment is just one of the extreme
measures of punishment for rebelling against the rules of Gilead.
In Episode 4, Moira and Offred attempt to escape from the Red Center. Moira manages to
get onto a train, dressed in an Aunt’s clothing, but Offred is not as lucky. She is questioned by
guards and they figure out that she is not where she is supposed to be. Offred gives Moira a small
nod, signaling that she should go on without her. When she is brought back to the Red Center,
she is strapped down and repeatedly whipped on her feet. She is then dragged back to her bed in
the handmaid dorm, her feet bandaged but blood seeping through. Not only has Offred now
learned what could happen should she try to rebel again, but the other women have as well.
In Episode 7, we get to see a bit of Luke, Offred’s real husband, and his story following
Offred’s capture. When he is picked up by a group of rebels, they try to convince him to take a
boat to Canada with them. While he continues to refuse, saying that he needs to find his wife and
daughter, the leader shows him exactly what happens to people who get caught: “A town fought
back. They tried to hide the fertile women in here [a church]. The guardians took them and
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strung every one of them up themselves. There’s one of these in every town. This is what they do
to people who fight back” (Episode 7 36:26). Inside the church, there were multiple bodies
hanging from the ceiling – too many to count. The visual (and smell) convinces Luke that he
could do more good for his family by being in Canada, outside of the reach of Gilead. While
Luke was still technically rebelling by trying to leave the United States and the jurisdiction of
Gilead, he was not trying to physically fight them anymore. The threat would have had the same
effect on earlier rebellions when Gilead was attempting to rise to power.
In AHS, Kai is quick to use physical violence to send a message within the cult. Any time
that a cult member lies to him during what he calls “pinky power” (Kai and another individual
interlock their pinkies, during which neither party is allowed to lie to the other), he slaps them
across the face and yells for them to tell the truth. Every time that a member is slapped, they
begin to consistently tell the truth, out of fear of being slapped again. In Episode 5, Kai and
Beverly worry that one of the younger cult members is not a true believer and that he may try to
run away. As a response, Kai ties the weak link, R.J., to a chair and tells the rest of the cult that
they will each put a nail in his skull until he dies: “A group is only as strong as its weakest link…
He’ll turn on us the minute we take our eyes off of him.” When Ivy, a relatively new member of
the cult at this point, begs Kai not to make her do it, he tells her that if she refuses, he will see it
as a lack of solidarity: “Are you with us, or are you against us and all that we stand for?”
(Episode 5 31:42) With that, Ivy walks up to R.J. and inserts the first nail. The rest of the group
follow suit, with some crying while others look happy to do it, until Kai delivers the final nail.
The live-action witness of the death, along with all of their involvement, cautions the rest of the
cult members as to what awaits them should they start to get cold feet.
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In Episode 8, Aly tells Kai that his older brother, Vincent, wants to get him committed to
a mental institution. By the end of the episode, Kai stabs Vincent in front of the rest of the cult.
Once again, there is no mistaking the fate that awaits any member of the cult, should they decide
they want to betray Kai. In Episode 9, Kai decides to test the loyalty of all of his cult members,
by instructing them to drink poisoned Kool-Aid. When the remaining female members hesitate,
Kai instructs Gary to “make sure” the women drinks, to which Gary points a loaded gun at them.
A male volunteer refuses to drink and is promptly shot in the head. When Kai instructs the rest of
them to drink, they all do, but many look scared or unsure. After they have all drank, Kai tells
them there was nothing in the Kool-Aid, but that he now knows they are loyal to him. After this
point, Beverly is never the same in that she is no longer combative and is very submissive. The
fear of facing death, only to be told it was a trick, was enough to undo her. The live threat of
death motivated all members of the cult to obey and drink, even when they did not want to.

Surveillance and Trust

Outside of the implied and visual threats, it became apparent that there was a theme of
surveillance and trust within all of the texts. Dominant groups were able to maintain their power
over the subordinate groups by cultivating a fear of others, relying heavily on mistrust and
uncertainty. When Ally begins to see physical depictions of her phobias in AHS, Ivy and others
around her convince her that she is hallucinating them. Even as Ally is seeing increasing
numbers of clowns both in her home and out in public, everyone else around her denies that they
exist, leaving Ally to become more uncertain and fearful. What she does not realize until later in
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the season is that all those that denied the presence of the clowns were members of the cult –
meaning they were the ones in the costumes.
In Handmaid’s, Offred constantly narrates that the government trains handmaids to both
follow the rules and to mistrust those they interact with. Anyone could be a member of the Eyes,
meaning that anyone could report them for even the slightest behavioral slip. During her walk
with Ofglen in Episode 1, Offred narrates: “We’re supposed to go everywhere in twos. It’s
supposed to be for our protection. For companionship. It’s bullshit. There are no friends here.
Can’t be. The truth is we’re watching each other. She’s my spy and I’m hers” (11:56). By the
end of the episode, Offred and Ofglen confess that they both thought the other was a true
believer and they begin to share bits and pieces of their past life. As they part, Ofglen warns
Offred that there is an undercover Eye in her house. Even within the home, Offred cannot trust
others. When Offred and Moira attempt their escape in Episode 4, they see that all of the street
signs within Gilead have been removed. In the subway station, a worker is chipping away the
tiles containing street names. This serves not only to confuse anyone trying to escape, but also
helps erase the past.
As discussed earlier, Chris’s attempted conversation with Walter in Get Out left him
confused and mistrustful of what the Armitages’ groundskeeper had to say. The same can be said
about his other interactions with the other people of color he has the chance to interact with.
During the party, Chris tries to talk to Logan, a young man who came with an older white
woman. He greets Logan with an extended fist, in an attempt to bump fists with him, saying, “It
feels good to see another brother around here” (45:03). Logan grabs Chris’s hand completely
with his, and speaks in the same stoic, sleepy way that Walter did. Chris deems this behavior as
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atypical for an African American man and is visibly confused by it. Later on that afternoon,
Georgina confronts Chris to apologize for “accidentally” unplugging his phone (50:49). We
assume that Rose has said something to her about it, as Chris had just gotten done telling her that
he thinks Georgina is messing with it. The following exchange occurs between the two:
Chris: I’m sorry. I wasn’t trying to snitch.
Georgina: Snitch?
Chris: Rat you out?
Georgina: Tattle-tale!
Chris is again confused by her blatant lack of knowledge of traditional slang. Throughout the
conversation, Georgina has a wide smile and relatively pleasant demeanor, but it feels forced. In
an effort to test her, Chris says, “If there’s too many white people I get nervous, you know?”
This response triggers a shift in Georgina, as her eyes grow wide and tears begin to leak out. All
the while, she emits a string of high-pitched, nervous giggles, while repeating “No” over and
over: “That’s not my experience at all.” When the interaction is over, Chris again expresses his
concerns and confusions to Rose, who adamantly denies that anything could be wrong. This only
serves to further his mistrust and uncertainty.

Fear of Losing Power

It became clear that the subordinate groups were not the only individuals to express and
have fears within the texts. While the subordinate groups are fearful for their safety and lives,
members of the dominant group express their fear of losing their power. As Kai begins his run
for Senate, he is convinced that someone from the federal government is spying on him. He
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frantically searches for recording devices throughout his house, screaming that nowhere is safe.
In Episode 10, Ally does find a bug, and frames Winter for it, leading Kai to murder his own
sister. In Handmaid’s, Commander Waterford tells Offred that he feels like he has a target on his
back in Episode 8. In Episode 10, Waterford sees a fellow commander sentenced to the removal
of his right hand, because he engaged in sexual activity with his handmaid outside of the
traditional Ceremony. While Waterford had expected the court to go easy on Commander
Putnam, they tell him that Putnam’s wife requested the full punishment, because she feared for
his immortal soul. This signals to him that his power is not absolute. Even he, a high-ranking
commander, is not completely above the law. This leads him to figuratively kiss the feet of his
wife and beg for her forgiveness. In Get Out, Dean shows Chris the photos of his father, telling
him that his claim to fame was being beat by Jessie Owens in the Olympics (17:04). While Dean
continues to describe how that was “such a great moment for the world,” there is a visible
grimace on his face when he is turned away from Chris. This implies that there is a deep seeded
resentment towards people of color that started with his father and was ultimately passed down
to him. By conducting these auctions and horrific surgeries, then, Dean restores power both to
his father and to “slighted white people” as a whole.
An interesting challenge to dominant power is subordinates using death to escape. Offred
often muses about killing herself throughout Handmaid’s, but always holds on to life for the sake
of finding her daughter. The handmaid who had been posted at the Waterfords’ before
committed suicide by hanging herself from the ceiling. In Episode 9, Ofdaniel/Jeanine attempts
to kill herself and her baby, yelling that there is no way out and no freedom here. After giving
Offred her baby, she jumps off of a bridge into frigid waters, only to be rescued by the Eyes. We
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see her in the hospital, unconscious, with Aunt Lydia over her. In Episode 10, Aunt Lydia
attempts to have the handmaids stone Ofdaniel/Jeanine to death, for her crimes against her child.
This suggests that the dominant group must have power over all aspects of the subordinate, in
that even their death must be a product of the dominant’s will.
After he kills Vincent in Episode 8, Kai turns to Beverly to address her dissention. We
find out that Winter has framed her for a murder of a fellow cult member, and that she told
Winter she was coming for Kai next. Even as she denies the act, Beverly tells Kai that her
biggest mistake was believing in him, and to kill her. Instead, he places her in isolation. Here,
Beverly is still punished for her supposed disloyalty, but he does not grant her wish for death.
This suggests that he alone can be the one to come up with the idea that someone has to die.
Because Beverly asked for death, he will not honor her request. It would disrupt the order of
power amongst the group.

Saviors

The concept of coding for saviors within films and television shows is nothing new. Past
research has found that, typically, white characters are the ones to survive and overcome the evil,
even “rescuing” minorities from their lower-class status (Clover 1992; Hughey 2014). Given that
“the white savior” has historically been studied, I was interested to see if this pattern persisted in
woke horror, especially within my intersectional approach. While two out of the three saviors
were white, there was still an increase in intersectionality. Another pattern emerged in the form
of “partial saviors,” in which other characters were able to at least save themselves or help the
main savior. I have outlined the saviors and their intersectional identities below.
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In AHS, the savior is Ally, the white lesbian. In the final episode of the season, she turns
Kai and the cult in to the FBI. Many of the cult members die protecting Kai, who is taken to a
maximum-security prison. At this point, Ally and Beverly are the only remaining female
members. The night before the FBI raid, Beverly actually begs Ally to kill her, desperately
explaining that she no longer has the will to continue living in fear. Ally refuses, telling Beverly
she just needs to hold on. The next day, Beverly is removed from the house but is not held in
custody. She winds up visiting Ally, asking her how that managed to happen: “Beverly, you
didn’t fit the profile. A black woman in a cult of angry white nationalists? They thought you
were an unwilling victim.” Ally then goes on to run for Senate and winds up winning. In this
sense, the subordinate has risen up – it is now a woman in charge as opposed to a man. Ally
manages to achieve the power that Kai was working towards, which suggests a hint of hope for
all subordinate groups. This hope is called into question, however in the final minutes of the
episode. While tucking her son into bed, she tells him that she is going to a meeting with other
powerful women, who want to make the world a better place. We then see Ally donning a
hooded cloak while staring in her bathroom mirror as the screen fades to black. Given that this is
where the story ends, we cannot be sure of what happens at Ally’s meeting. However, it appears
to be implied that this is the beginning of another cult. They may follow the same violent path as
Kai’s or they may not – we as the audience do not get the chance to find out.
In Handmaid’s, Offred, the white, heterosexual woman, is the one who is able to spark
some form of resistance among the handmaids against the dominant group. This is significant
when we keep in mind that much of what kept Offred from killing herself throughout the season
was her desire to find her African American husband, Luke, and their biracial daughter, Hannah.
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Yes, Offred may be a white woman, but her identity is intersected by the interracial family that
she has built, meaning that her experiences with her husband and daughter affect her overall
identity and the way she experiences the world. In Episode 10, the handmaids are instructed to
stone a fellow handmaid, Jeanine, to death, citing her attempted suicide with her daughter as a
crime against a child. The women hesitate, not wanting to hurt one of their own. A handmaid
steps forward and begs Aunt Lydia to reconsider, addressing the group that the entire scenario is
crazy. She is then beaten by guards, while the handmaids are again instructed to do as they are
told. Offred then turns to face Aunt Lydia and says, “I’m sorry, Aunt Lydia,” while dropping her
stone. The rest of the handmaids repeat the phrase and follow suit. The handmaids are then
ordered to return to their postings, with Aunt Lydia telling Offred that there will be consequences
for their actions. It appears that Offred and the other handmaids do not care. The season ends
with Offred being picked up by an Eye van and being taken away from the Waterfords. While we
cannot know for sure what the consequences will be for Offred’s rebellion, the second season of
The Handmaid’s Tale is set to premiere at the end of April 2018. The second season will reveal
both the potential impact of Offred’s rebellion on Gilead and the exact consequences that she
will face. Even without knowing, her act combined with the solidarity of the rest of the
handmaids acts as another piece of hope in a dystopian timeline. Despite being physical harmed
and living in fear, these women were able to reject the orders given to them, knowing full well
that they would most likely face more pain.
It is worth mentioning that Moira, the lesbian woman of color in Handmaid’s, is able to
achieve partial savior status. She manages to escape Gilead not once, but twice. Recall that in
Episode 4, Moira and Offred attempt to escape the Red Center. When they get separated, Moira
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manages to make it onto a train out of Gilead. We find out in Episode 8 that Moira almost made
it to Canada, but her resistance group was caught, leading her to begin working as a prostitute at
Jezebel’s, the whore house that many commanders frequent. Here, we see a change in Moira’s
character, as she appears to have lost her will to rebel and has become complacent with her role
within Gilead. In Episode 9, she and Offred get into a fight, as Offred asks her what happened to
them finding Luke and Hannah together. When they part ways, we are under the illusion that
their friendship is completely destroyed. However, by the end of Episode 9, we see Moira
escaping from Jezebel’s. This time, she makes it to Canada all on her own, where she is then
reunited with Luke. Given what we know about Moira’s personality and strength, there is an air
of hope in her arrival as Canada, in that she will then go on to try and help Offred, who is still
within Gilead. With the second season premiering soon, we will get more answers as to Moira’s
next step.
In Get Out, Chris, the African American man, is able to save both himself and other
people of color. His own saving comes from his ability to kill the Armitages and escape the
house, along with the added help of his best friend, Rod, showing up to save him. Rod is like
Moira, in that he is a savior in a way you would not typically see. He is a black male character
that is not a part of the main horror action, but consistently attempts to remove Chris from the
situation. During the weekend, by phone, Rod continued to warn Chris that he should not have
gone away for the weekend, even joking that Missy must have hypnotized Chris in order to make
him a sex slave for white people. When Rod stops hearing from Chris, he attempts to tell the
authorities about his hypnosis theory, only to be laughed away. Even then, he does not give up,
as Rod attempts to track his phone call with Rose in an effort to save Chris. When Chris asks
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Rod how he found him, all Rod says is, “I’m T-S-motherfucking-A. We handle shit. That’s what
we do. Consider this situation fucking handled.” While it acts as a bit of comic relief at the
conclusion of so much terror, the statement serves to elevate Rod to an almost superhero status,
able to find Chris because “that’s just who he is.” Although we are never truly told how Rod
manages to find Chris at the Armitages, his efforts represent an interesting new addition to the
complexity of saviors.
Chris also acts as savior to other people of color that could have become the next victims
of the Armitages, had he not killed the family. He is able to directly refute Roman’s claim, in
that the outcome is “inevitable.” But this almost was not the case. In the “Bonus” section of the
DVD, director and writer Jordan Peele includes an alternative ending where the police show up
to the home instead of Rod. The officers find Chris successfully choking Rose to death and
immediately arrest him. With the house up in flames and no other survivors, there is no evidence
that the horrors that Chris experienced at the Armitage house actually happened. Peele dictates
why this was almost the ending to the film in the commentary:
I wrote this movie in the Obama era, and we were in this post-racial lie. This movie was
meant to call out the fact that racism is still simmering underneath the surface. And so,
this ending to the movie felt like it was the gut punch that the world needed, because
something about it rings very true. When something rings true in your core, you have to
deal with it… Cut to 6 months later and Chris is in prison. Now, the idea here is he’s
been through such mental shock and torment, and the house and everything, all the
evidence, is burnt down and of course this is a system that values the rich white people. It
takes their side. My feeling is, what would happen in this movie is Chris would end up in
jail just because of how it looks… Daniel [actor who plays Chris] isn’t looking at Rel
[actor who plays Rod] for the entire scene until he needs to tell him, “Look, it’s six
months, you’re fighting a lost fight. You’re trying to unhinge – you’re up against some
Illuminati shit.” Chris is a martyr. Chris is the one that – he beat the dragon, but more
importantly for Chris, when he says, “I beat it,” he’s talking about his inner demon, and
that was the moment he went back for Georgina, after hitting her in the car, he defeated
his personal demon of when he didn’t go and get his mother. So, in a way, he made the
only decision that would free his soul. And even though he’s in prison, like many black
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men are unjustly in, but his soul is free. By the time I was shooting it, it was quite clear
that the world had shifted – racism was being dealt with. People were woke and people
needed a release and a hero, which is why I changed the ending and had Rod show up at
the end.
Had the alternative ending been kept, Chris still would have been a savior for other people of
color, but he would not have been able to save himself.

CHAPTER 6
DISCUSSION AND CONCLUSION
Past literature on horror has emphasized the real-world connections between the terrors
on screen and public anxieties, like the 1950s fear of foreign invasion and the 1960s fear of man.
However, many analyses have failed to look at horror pieces from an intersectional perspective,
where the identities of racial and ethnic minorities, women, and the LGBT community have
overlapped. The present study has examined three horror texts from an intersectional perspective,
focusing on the depictions of racial and ethnic minorities, gender minorities, and sexual
orientation minorities. The results indicate that these contemporary pieces follow the same
formula as past horror texts, in that the real-life horrors and anxieties have been transmitted to
the screen. AHS, The Handmaid’s Tale, and Get Out offer better opportunities for intersectional
analysis, as they portray the more “modern” idea that individuals have multiple identities that
they navigate the world with, like being an African American woman or a white gay man. Given
that contemporary society appears to be working towards inclusivity for all peoples, it is
important that texts like these remain critical of how people are actually being treated, not how a
campaign promise or company slogan says claims they are being treated.
My analysis was able to determine what group or groups serve as the dominant power
and which group or groups serve as the minority or subordinate group (thinking specifically in
terms of gender, race, and sexuality for both), the presence of stereotypes as a tool to advance the
goals of the dominant group, and the use of fear. The significance of this data is that these texts
are unique in what they represent in the discourse of American society. Highlighting the political
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tension we are currently enduring, each speaks to the very fears of marginalized groups, like the
fear of losing those rights that have been gained. The texts also display the fears of dominant
groups, in that their fears of losing power are in direct opposition to those of the marginalized
groups. They also magnify the ways in which dominant groups continue to use fear and
stereotypical understandings of minority groups to maintain power, but in new, subtle ways that
mask themselves as acceptance. The findings will help further not only the literature on horror
texts overall, but the relatively new knowledge of this shift in horror, as well. The present
analysis helps connect both the fears of contemporary society with the horror genre, contributing
to a sociological analysis of minority representation in the media.
My results did share some similarities with the literature that characterize minorities as
victims (Welsh 2010; Clover 1996) or made to be monsters (Caputi and Sagle 2004; Benshoff
2000; Hollinger 1996; Case 1991). In their analyses, the minorities were often the victims, which
did occur in some instances in these texts. However, the woke horror texts did present
subordinate groups that were able to survive and resist against the dominant groups. The fear in
woke horror is one of oppression and loss of rights for minority groups, which differs from the
fears of 1950s horror (Hendershot 2001; Jancovich 1996) and 1960s horror (Eggertsson and
Forceville 2009; Humphries 2002). These differences are to be expected, considering woke
horror represents the new dynamic of American society, in which audiences for these texts are
actively aware of the injustices that minority groups face.
It is important to acknowledge where these texts were lacking in terms of
intersectionality. While many of the primary characters within the text were diverse and
contained a multitude of identities, like Moira, the lesbian woman of color in Handmaid’s, there
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remains a stark contrast in who is followed as the main character. In The Handmaid’s Tale, our
main story is that of Offred, a white female. Similarly, Chris in Get Out, is an African American
man. Each character experiences some degree of inequality, with Offred’s being based on her
gender and Chris’s based on his race, but each maintains a second identity that may help to
alleviate further inequality, through race and gender, respectively. We get close to a multitude of
identities with Ally in AHS, as she is a middle class, white lesbian. Even still, there was an
opportunity for Beverly, a woman of color, to be the “last girl standing.” She arguably should
have been the last one, given how strong and confident her character was from the start of the
show, while Ally was rendered useless by her phobias. The idea of the final girl as posited by
Clover (1992) has consistently been white and heterosexual, as Brooks (2014) points out. If
Handmaid’s had featured Moira as the narrator or allowed Beverly to turn the cult in to the FBI
in AHS, we would potentially have a different message on how these individuals navigate their
respective situations. However, there are at least improvements here – Ally as a lesbian, Offred
with her interracial relationship with her husband, and even Moira as a surviving character with
the potential to become a savior, all represent both increased intersectional representation within
the horror genre and a much-needed addition in terms of analysis for the literature on horror.
Woke horror has given opportunities for intersectional individuals to not only survive but be the
ones to save the others. Despite the fact that there were opportunities for even more
intersectional characters, I believe the three texts still had an increased focus on the range of
identities that many past horror texts and analyses were lacking.
All three of the texts studied take a look at American life and the recent changes we have
experienced. They suggest that equality is not what it seems, in that many minority groups still
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struggle to not only maintain the rights they have achieved but continue to progress forward as
well. I acknowledge that AHS, The Handmaid’s Tale, and Get Out are not the only horror pieces
that tackle politics and the fear that comes with them. Films like The Purge: Election Year offer
opportunities for further analysis, to see if the same uses of fear utilized in the present study are
maintained in other pieces. While the present study looked strictly within the United States, this
is not to say that the genre has not or will not expand globally. Future research may benefit from
examining films from other countries, to see if international politics have also begun to influence
international horror pieces, especially considering the universal nature of horror as a genre
(Warner 2007). With an increased return to conservativism and right-wing politics, we can
expect more woke horror pieces to emerge as a response.
Woke horror as a subgenre represents an important update to the horror genre as a whole.
It contains characters with intersectional identities and the fears that many of its audience
members have themselves in the face of political tension. It amplifies the division of power that
is systemic in American society to horrific levels, which ultimately serves to convey the fears of
minority groups to those in the audience that may not share the same identities. In a society
where there is a constant struggle for minority groups to have their voices heard, while being told
that discrimination no longer exists, woke horror serves as a way to raise those voices to the
forefront. As woke horror continues to grow, future analyses will help track the changes in the
genre as well as its continued representation of societal fears.
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DESCRIPTIONS OF PRIMARY CHARACTERS IN EACH TEXT
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AHS: Cult
Character Name
Allison Mayfair-Richards
(Ally)

Ivy Mayfair-Richards

Kai Anderson

Winter Anderson

Description of Character

Total
Episodes
11

Ally is a white, homosexual woman, married to Ivy.
Ally has a long list of phobias, including clowns,
holes, blood, and confined spaces. The election win
for Donald Trump has triggered the reoccurrence of
many of these fears. For the first half of the season,
she is crippled by her phobias, leading many to think
she is insane and unfit to be a mother. By Episode 7,
she has joined the cult and proves to be much
stronger than others expected. She ultimately turns
Kai and the cult into the FBI, getting Kai sentenced
to a maximum-security prison. She runs for a Senate
seat and wins by the end of the season.
Ivy is a white, homosexual woman, married to Ally.
9
Ivy joins the cult because she resents her wife for
always needed to be cared for, plus the fact that she
feels like Ally sees herself as Oz’s true mother,
because Ally was the one to give birth to him. Ivy
uses Ally’s phobias against her to make her appear as
an unfit mother, in order to gain custody of Oz. When
Ally joins the cult, Ivy begs for forgiveness and
attempts to get the family to leave the state to escape
the cult. Ally ultimately kills Ivy for betraying her.
Kai is the white male leader of the cult. A very
11
charismatic man, Kai is able to find out the deepest
fears and regrets of people and use them to both join
his cult and get them to do his bidding. As the season
progressives, he becomes increasingly paranoid that
someone is out to get him. Even when Ally manages
to turn him in to the FBI, Kai is able to generate a
group of faithful followers within a maximumsecurity prison. He breaks out to confront Ally at her
Senate debate, only to be shot in the head.
The youngest of the Anderson children, Winter is a
10
white, homosexual female. She and Kai made a bet
as to who would win the presidential election. When
Hillary Clinton lost, Winter was brought into the cult.
She works as a nanny for Ally and Ivy, all while
engaging in an extra marital affair with Ivy. As Kai
descends into madness, she attempts to help other
cult members escape. She is ultimately framed as a
mole, by Ally, leading Kai to kill her.
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Vincent Anderson

Beverly Hope

Harrison Wilton

Meadow Wilton

Vincent, a white, heterosexual male, is the oldest
Anderson. He is Ally’s therapist and remains
unaware of Kai’s campaign for city council for much
of the show. Despite Ally telling him that she keeps
seeing her phobias in real life, he continues to tell her
that it is all in her head. When he realizes what Kai
and the cult have been up to, he apologizes to Ally
and promises that he will try and get Kai committed
to a mental institution. Ally relays this information to
Kai to get in his good graces. Kai then kills Vincent.
Beverly is a heterosexual woman of color. A reporter
for the local news, Kai brings her into the cult under
the promise that she would hold “equal power” as
him. Prior to his election to city council, Beverly
often plans many of the cult’s attacks and action. She
reports on the murders that the cult commits, helping
to amplify the fear and uncertainty in the city. Once
Kai is elected, she is pushed out like the other
women. She attempts to push back, only to be framed
by Winter for murdering a fellow cult member. Kai
places her in isolation for her crimes, and she
ultimately loses her will to fight back. When the cult
is turned into the FBI, Beverly joins Ally on her
campaign for Senate. Beverly is the one to deliver the
kill shot to Kai.
Harrison is a white, homosexual male, who married
his childhood best friend, Meadow. Harrison meets
Kai when he begins training him at the gym. Kai
convinces him to kill his boss, effectively bringing
him into the cult. Harrison is murdered by the
slighted women of the cult, an act meant to send a
message to Kai that they should not be confined to
“women’s work”.
Meadow is a white, heterosexual woman. She and
Harrison had a marriage pact that if they were not
married by a certain age, they would marry each
other. Kai is able to bring her into the cult by making
her feel important and needed, because her biggest
fear is that she will always be nothing. Kai
manipulates Meadow into shooting him and his
supporters at a rally, in an attempt to garner national
attention for Kai and secure his election victory. He
also instructs her to kill herself after conducting the
shooting, to which she lovingly complies.

7

9

6

5
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Gary

The Handmaid’s Tale
Character Name
Offred/June

Serena Waterford

Gary is a white, heterosexual male. He works at the
8
local supermarket and is a strong Trump supporter.
At a protest rally prior to election night, he and Ivy
get into a verbal exchange, where he winds up
grabbing her in the crotch. Winter and Ivy kidnap
him and chain him in a basement to keep him from
voting. He ultimately cuts his own arm off, with a
saw given to him by Kai, in order to vote. He remains
a completely faithful and obedient member of the
cult, even to the very end, where Kai tells him he
must die to send a message.
Description of Character
Offred is a white, heterosexual female and is the
main narrator of this season. The story follows her
experience as a handmaid, with multiple flashbacks
to her life with her African American husband and
daughter, Luke and Hannah, and her time training to
become a handmaid. While posted at the Waterfords,
Offred works to navigate the rules of Gilead while
holding on to the memories of her past life. She uses
the memories of her family and friends to inspire her
to keep fighting every day. Offred engages in a
sexual relationship with Nick, both in the hopes of
getting pregnant and as a release from the horrors she
endures.
Serena is a white, heterosexual female, married to
Commander Waterford. She is infertile and visibly
jealous of the fact that Offred and the other
handmaids get to experience pregnancy and
childbirth. While she maintains power over the
household and Offred, it is clear that her husband’s
decisions and orders outweigh hers. During Episode
6, we learn that Serena came up with many of the
founding principles of Gilead, like fertility as a
resource, and had even published a book. However,
in the present timeline, she is not allowed to weigh in
on government decisions. She has moments where
she attempts to help Offred by suggesting that she
tries to get pregnant by another man. When she finds
out that Offred has been seeing her husband behind
her back, Serena only withholds from hurting Offred
because she is pregnant.

Total
Episodes
10

9
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Commander Fred
Waterford

Nick

Moira

Ofglen/Ofsteven/Emily

Fred is a white, heterosexual man who has high
ranking in the government of Gilead. Throughout the
show, he is most often referred to by his title.
Commander Waterford breaks rules often by
arranging weekly meetings between himself and
Offred without his wife present. In Episodes 8 and 9,
he even takes her out of the house illegally and
engages in sexual activities outside of the Ceremony.
Although we do not see it portrayed on screen, it is
suggested that he engaged in similar behavior with
the family’s previous handmaid, who wound up
hanging herself. When a fellow commander is
maimed for engaging in similar activities, he begs the
forgiveness of his wife.
Nick is a heterosexual white male who works as the
chauffeur for the Waterfords. Unbeknownst to them,
he is also a secret Eye for the government. Nick and
Offred become lovers later into the season, at first
under the direction of Serena but then on their own
accord. He often tries to look out for Offred by
telling her how to act when she is questioned and by
refusing to report her misconduct with Commander
Waterford.
Moira is a homosexual woman of color. Her “saving
grace” in Gilead is that she is fertile. Much of
Moira’s screen time comes from flashbacks, but we
do see her on her on towards the end of her season.
She manages to escape the Red Center but is later
captured and sent to work at Jezebel’s, a whore house
that commanders frequent. Offred inspires her to still
try to escape, and she does manage to make it to
Canada, where she is reunited with Luke.
Ofglen is Offred’s original shopping partner. She is a
white, homosexual woman and she shares with
Offred that she was married and had a son prior to
being captured to become a handmaid. Ofglen is part
of Mayday, a resistance within Gilead. She is taken
into custody by the Eyes for engaging in a sexual
relationship with a Martha. Ofglen is allowed to live
because she is fertile, but she is castrated before
being sent to a new posting. After her punishment,
Mayday no longer allows her to work with them
because she is too much of a risk.

9

9

7

4
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Ofwarren/Ofdaniel/Jeanine Ofwarren is a white, heterosexual woman. When she
is first brought to the Red Center, she is disobedient
and resistant to the idea of being a handmaid. She is
quickly disciplined and maimed (right eye removed)
to prove a point. She is the only handmaid that we
see give birth during the season. She tells Offred that
her commander loves her, and they plan to run away
together with the baby. When she is switched to a
new post after her baby is weened, she becomes
mentally unstable. She attempts to kill herself in
Episode 9, only to be recovered by the government.
In Episode 10, she is put up for punishment for her
“crimes against a child” and is supposed to be stoned
to death, but the other handmaids refuse.
Luke
Luke is an African American man who is married to
Offred/June. Together, they have their daughter
Hannah. Throughout the season, we learn that Luke
had been married when he and Offred began seeing
each other. In Episode 1, Offred believe Luke has
been killed, because she heard gunshots when she
and Hannah were trying to escape the guardians.
Much of what we know about Luke comes from
Offred’s flashbacks. However, by Episode 6 we learn
that Luke is alive and in Canada. He escaped the
guardians when their ambulance crashed into a river.
He was found by a group of rebels, who treated his
gunshot wound and convinced him that the best way
to help his wife and daughter is by coming with them
to Canada. When Moira makes it to Canada, Luke
meets her at the refuge center.
Get Out
Character Name
Description of Character
Chris Washington
Chris is an African American man, dating Rose.
During his visit to Rose’s parents’ house, we learn
that he was raised solely by his mother, who was hit
by a car. Chris feels guilty for his mother’s passing,
because he never went out to check on her. While at
the Armitages’ he feels uneasy and suspicious about
both their behavior and the behavior of the few other
people of color present. The suspicions of his friend
Rod motivate him to try and leave the house early,
only to be rendered immobile by Missy. The
Armitages almost succeed in operating on him, but
he manages to escape, killing the family as he runs.

6

6
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Rose Armitage

Dean Armitage

Missy Armitage

Jeremy Armitage

Rose is a white, heterosexual female, dating Chris.
She tells Chris that this is her first interracial
relationship and that she did not think it important to
tell her parents about his race because “they aren’t
racist”. She brings Chris to her parents’ house for the
weekend, where she continuously admonishes the
“rude” behavior of both her parents and the party
guests. When Chris attempts to get leave, we learn
that Rose is a part of the horrific family business.
Towards the end of the film, she attempts to shoot
Chris as he runs from the house but is ultimately shot
by Walter. Even though Chris is unable to go through
with killing her, she dies from her wound.
Dean is a white, heterosexual male. While he appears
to be very accepting of African Americans, we learn
that he conducts a procedure that places the minds of
white people into the bodies of people of color. This
work is a continuation of his father’s vision, and
Dean has the entire family involved in the process.
Chris ultimately kills Dean by shoving a buck’s
antlers through his stomach. As Dean dies, he knocks
over a candle, setting the house on fire.
Married to Dean, Missy is a white, heterosexual
woman. She seems very warm when we first meet
her, offering to hypnotize Chris to help him quit
smoking. We learn that Missy uses hypnosis to
control the victims so that they can be successfully
operated on, while maintaining the function of the
bodies. Sending the victims to “the sunken place,”
Missy keeps them immobile and leaves them
spectating their own lives. Chris kills her during his
escape by slitting her throat.
Jeremy is a white, heterosexual male and is the
youngest member of the Armitage family. Chris is
wary of him from the get-go, as he repeatedly
attempts to get Chris to wrestle with him. Like Rose,
Jeremy is responsible for finding the victims for the
family, but he chooses to use more physical methods,
like placing them in a stranglehold and shoving them
in his trunk. Chris manages to knock Jeremy out
when he attempts to come get him for the surgery.
Jeremy manages to stop Chris at the front door and
almost causes Chris to lose consciousness, but Chris
is finally able to kill him.
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Rod Williams

Walter

Georgina

Andre/Logan King

Rod is an African American male who is Chris’s best
friend. While Chris and Rose are away for the
weekend, Rod is watching Chris’s dog. Chris reaches
out to Rod throughout the weekend to share his
uneasiness about the family’s behavior. Rod is the
one to tell Chris that he should not trust them and that
there has to be something going wrong. When Rod
stops hearing from Chris, he does everything he can
to try and find him, including going to the police and
attempting to track Chris’s phone. He somehow
manages to find Chris as he is on the road over a
bleeding Rose.
Walter is an African American man who works as the
groundskeeper for the Armitages. Chris finds his
behavior off and cannot figure it out. We learn that
Walter actually has the mind of Rose’s grandfather,
thus explaining his peculiar behavior. As Chris tries
to run away, Walter manages to tackle him to the
ground. Chris uses the camera flash on his phone to
bring Walter out of his hypnosis. Walter takes the
shotgun and first shoots Rose and then himself.
Georgina is an African American woman who works
as the housekeeper for the Armitages. Chris attempts
to interact with her as well, and is concerned about
her atypical behavior. We learn that Georgina has the
mind of Rose’s grandmother. As Chris tries to make
his escape, she throws herself on the car windshield.
He brings her into the car in an attempt to save her.
She regains consciousness as he drives away and
begins attacking him, causing them to crash into a
tree. She dies on impact.
Andre is an African American male who we first see
at the beginning of the movie, at which point he is
unidentified. Chris meets him at the Armitages’ party
as Logan. Like Georgina and Walter, Logan’s
behavior is unusual for Chris. He tries to get a picture
of Logan to send to Rod, where the flash on his
phone seems to flip a switch in Logan’s mind. He
begins rushing at Chris, screaming “Get out!” as his
nose bleeds. Missy manages to “calm him down,”
which we later understand that she has hypnotized
him once more.
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AHS: Cult
Episode
Episode 1: “Election
Night”

Director
Bradley Buecker

Summary of Episode
The episode opens with the coverage of the 2016
election night. As Donald Trump is declared the
winner, Kai celebrates in his basement.
Meanwhile, Ally and Ivy watch at their home with
their son, along with the Changs. Ally becomes
hysterical, blaming political commentators and
publications. The next day, Kai speaks at a city
council meeting, where he tells the council that
they should be building up the fear of the town so
that the people become dependent on them.
Councilman Chang refuses to acknowledge his
ideas. At her therapy session with Vincent, Ally
tells him that election night has brought all of her
former phobias to the surface. She goes on to say
that Ivy was the one to bring her out of the phobias
the last time they were this bad, because she
wanted to be stable enough that Ivy would deem
her worthy of being with. Vincent recommends
that she deletes social media, as well as prescribes
her medication. At the grocery store that night,
Ally begins being chased by clowns with knives
throughout the store. She makes it to her car,
where she calls Ivy and begs for help. The police
claimed they could not find anything and that the
cashier did not see any clowns – all he saw was
Ally screaming and throwing bottles of wine. is
hired as Oz’s nanny. That night, Kai harasses a
group of Latino men by singing “La Cucaracha”
with racial slurs and throwing a pee-filled condom
at them. The men then beat Kai up, while the
altercation is being filmed from far away. While
Ally and Ivy are having a date night at their
restaurant, Oz sees an old ice cream truck pull up
outside of the Changs house, where a group of
clowns jump out. He and Winter run across the
street, where Oz sees the clowns murder the
Changs. When Ally and Ivy return home, Oz tells
them what happened, but Winter denies it, saying
he made it up. The police rule it a murder-suicide.
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Director
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Summary of Episode
Beverly delivers a news report containing the
footage of Kai being beaten by the Latino men.
The cell phone clip does not show Kai harassing
the men first. The report calls the men migrant
workers, and explains that they are being held at
an ICE detention facility. During his interview for
the report, Kai announces he will be running for
city council to fill Chang’s vacant seat. At the
restaurant, there is an altercation between a white
worker, Roger, and Mexican worker, Pedro. Ally
tells Roger, “I’m not about to fire an immigrant in
this climate.” Back at home, Ally and Ivy meet
their new neighbors, Harrison and Meadow
Wilton. Later at night, Ally goes to the restaurant
to investigate a triggered alarm. There, she finds
Roger hung in the meat locker. The police try to
pin the blame on Pedro, given the earlier argument
between the two. Pedro expresses his concern to
Ivy at the restaurant, saying that he’s not even an
immigrant – he was born in San Diego. Ally
decides to reinforce their home with an alarm
system and iron bars over the doors/windows, as
well as getting a gun from Harrison. Kai comes to
their home to campaign for city council. That
night, Winter draws a bath for Ally after she puts
Oz to sleep. While Winter begins to massage Ally
in the tub, the power goes out. They gather
candles, when Harrison comes to the door and tells
them it’s a terrorist attack – he’s heard on the radio
that 8 other states have all gone dark. Winter
leaves, so Ally calls Ivy and begs her to come
home. Ivy sends Pedro to check on Ally and Oz
instead. Ally checks the power box and sees that
all of the wires are cut. When she turns around, a
clown blows out her candle. She grabs Oz and her
gun, telling him they are going to run from the
house. As she opens the door, Ally sees a dark
figure in the path, and she immediately shoots. As
the man falls, we see that it is Pedro.
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“Neighbors from
Hell”

Director
Gwyneth
Horder-Payton

Summary of Episode
The episode opens with the clowns committing
another murder. When Beverly reports on it, she
connects the presence of the smiley face symbol
on the wall to the same symbol present at the
Chang murders – could there be a serial killer?
The police come to Ally and Ivy’s home to
investigate the murder of Pedro. The officer tells
Ally that Michigan is a “Stand Your Ground”
state, so it was self-defense. Ally faces heavy
social backlash for her act, as protesters organized
outside of the restaurant, calling for justice for
Pedro. Beverly’s report on the shooting says that
some are calling Ally the “lesbian George
Zimmerman.” Someone has even put an ad on
Craigslist, giving men Ally’s address to come and
satisfy two horny lesbians. Ally and Ivy start
seeing a chemical truck driving down their street,
spraying an unknown substance. The next
morning, there are hundreds of dead birds in the
yard, but the city council has no report of sending
chemical trucks. We see Meadow and Kai engage
in pinky power, where she tells Kai that her
biggest fear is that she is nothing. When Ally, Ivy,
and Oz arrive home from dinner, they see the
smiley face on their door. Ally runs across the
street to accuse Meadow and Harrison, both of
who deny that they did it. They tell Ally that she’s
been marked by the killer. Ally tells them that she
will kill them if they do not stop messing with her
and her family. We see Harrison and Kai do pinky
power, where Harrison reveals that he wishes
Meadow was dead. At the end of the episode, Oz
finds a video on the dark web from the night
before, where Ally is in the bathtub and Winter is
touching her. Ivy then takes Oz from the house,
accusing Ally of cheating. As they go to leave,
they see Harrison running from his house, covered
in blood. Meadow is missing and he blames Ally,
given her threat on the couple earlier that night.
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Gwyneth
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Episode 5: “Holes”

Maggie Kiley

Summary of Episode
The episode opens with a flashback to election
night, as well as the day before. Kai met Harrison
the day after election night, when he signed up for
a training session at Harrison’s gym. Throughout
their sessions, Kai tells Harrison that he needs to
stand up to his rude boss. He ultimately gets
Harrison to murder his boss, and then helps teach
him how to get rid of the body. Flash-forward to
December 2016, where Kai learns that Beverly
had been sentenced to 30 days of psychiatric help,
because she beat up a civilian during one of her
news report for yelling “Grab her right in the
pussy!” in her shot. At the news station, Beverly’s
boss tells her that she needs to cut time out of her
news report to make room for Serena’s (a young,
white woman) fluff piece. Kai catches Beverly
slashing their tires that night and offers her equal
power in the cult. When Beverly sees that Serena
has been violently murdered by the cult the next
day, she comes and joins.
We also find out that Ivy had asked Ally to attend
a protest rally with her, but she refuses. While
there, Ivy and Gary get into an argument about the
moral failings of both Hillary Clinton and Donald
Trump. Gary winds up grabbing Ivy in her crotch.
Winter sees this and comes to Ivy’s aid, chasing
Gary from the protest. They go to his supermarket
that night and kidnap him, chaining him up in a
basement. They tell him that he does not matter
anymore, and that a woman will be his
commander in chief. When Winter tells Kai about
it, Kai goes to Gary and offers him a saw to cut
himself free.
Beverly continues to use her news reports to
amplify the fear among the community,
commenting on every murder that the cult
commits. Her boss questions her accuracy and tells
her to stop trying to scare people. At the cult
meeting, Beverly says they need to record one of
their killings, so that she can show it on the news
and really create a scare. She suggests that they
should go after her boss, as he is the one keeping
her from showing any gory evidence. Kai agrees.
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Maggie Kiley

Episode 6: “MidWestern Assassin”

Bradley Buecker

At a therapy session, Ally laments not being
allowed to see her son. She also comments on the
fact that it seemed like Ivy was already prepared to
leave. During the murder of Beverly’s boss, Ivy
runs to the bathroom to throw up – this is her first
kill with the cult. Ally investigates Harrison and
Meadow’s house, where she finds Meadow in a
hole in the backyard. Ally runs home and calls Ivy
for help, when Meadow begins banging on the
window, saying that it’s a cult. Ally hangs up on
Ivy, who is at a cult meeting at Kai’s. They find
out that Kai has risen in the city council poll
rankings since the footage aired on the news. Kai
explains that he has identified a weak member in
the group and orders each member to put a nail
through the weak member’s head. If they refuse, it
would demonstrate a lack of solidarity. Everyone
complies. Beverly and Kai engage in pinky power,
where she asks him about his parents. He reveals
that his dad was abusive, and that his mom shot
him and killed herself. His older brother, Vincent,
placed the bodies in the bed and covered them
with lye, as opposed to calling the police. This
would protect the family’s reputation, as well as
allow them to continue to receive their father’s
disability checks and their mother’s pension.
Ally decides to go back and rescue Meadow, who
then tells her all about the cult and their various
activities throughout the city that were meant to
create fear – the “chemical” trucks, the murders,
the protestors. Meadow is sure to stress Ivy’s
involvement. Ally brings Meadow to Vincent and
orders her to tell him about the cult. When Ally
returns to the office, Vincent has let Meadow go,
who told him she was in no danger. At a rally for
Kai the next day, Meadow opens fire on the
crowd, first shooting Kai in the leg and then
delivering fatal shots to many in the crowd. She
then turns the gun on herself and kills herself,
leaving Ally to be found with the gun. We find out
that this was Kai’s plan – he told Meadow to tell
Ally about the cult so that she would try to help
her. Then, Meadow was meant to shoot Kai at the
rally in a failed assassination attempt, in an effort
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Episode 7: “Valerie
Solanas Died for
Your Sins: Scumbag”

Rachel Goldberg

Summary of Episode
to push him to national attention. In a flashback to
11/9, we find out that Ivy and Kai engage in pinky
up, where she tells him that she resents Ally. It
started with the fact that Ally was the one to give
birth to Oz, and Ivy believes that Ally has always
considered herself to be Oz’s true mom.
Now that the footage and news of Kai’s
assassination attempt have aired, he has gained
national recognition. He has won the city council
election, which causes the makeup of the cult to
change. His house has been flooded with many
white, male volunteers from across the country.
Beverly is approached by a woman who tells her
that Meadow’s assassination attempt was staged,
and if she wanted answers, to come to her hotel
room. Beverly brushes her off at first, until she
goes to Kai’s and sees all of the new men. She
almost is not let into the house, until Kai gives the
guards permission. While inside, she tries to tell
Kai what their next move should be, that they need
to keep building on fear, but Kai says now is the
time for law and order, and kicks her out of the
basement. That night, Beverly calls a meeting
between the women of the cult, bringing the
mystery woman (Bebe) with her. The woman tells
them about Valerie Solanas, Andy Warhol’s killer.
Valerie was a man-hating lesbian who wrote the
S.C.U.M. manifesto, in which she blames men for
all of the problems in society. She forms the
Society for Cutting Up Men, consisting of diverse
women and “gender-traitor” homosexual men, and
they go about killing men and the women who
lower themselves to sleeping with them. Although
Valerie eventually went mad, Bebe tells the
women that they need to take the teachings of
Valerie and reclaim their power – they should not
let Kai push them to the side. The girls wind up
killing Harrison and dumping his body at a local
pond, and Beverly reports on the news that Kai’s
promise of law and order is clearly not being kept.
We see Kai watching the news report with Bebe.
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Episode 8: “Winter of Barbara Brown
Our Discontent”

Episode 9: “Drink the
Kool-Aid”

Angela Bassett

Summary of Episode
Vincent congratulates Kai on his city council win,
and apologizes for not having known that he was
running in the first place. At the restaurant, Ivy,
Winter, and Beverly, have been constricted to the
kitchen, where they are tasked with cooking for all
of Kai’s volunteers. We find out that Kai has
secured his volunteers as private security for the
city, making it impossible for the women to rebel.
Beverly says they need to kill Kai to be free, but
Winter says this is a suicide mission and offers to
talk to him. When she meets with him, Kai tells
her that she is going to carry the “messiah baby”
for the cult, saying that Detective Samuels will
impregnate her while Kai is anally penetrating
Detective Samuels. As they get ready for the act,
Winter refuses and leaves. Vincent visits Ally at
home to tell her that he now believes her,
reiterating that he had no idea how messed up Kai
was. Ally accuses Vincent of working with Kai,
but Vincent says that Kai must have broken into
his office to get any information on Ally’s
phobias. He tells her that he’s going to try and get
Kai committed to a mental institution. Ally invites
Kai over for dinner, saying that she has
information for him in exchange for her son Oz.
She tells Kai about Vincent’s plans to get Kai
committed. Winter is forced to pick up trash on the
highway for refusing to have the messiah baby.
When Detective Samuels brings her lunch, they
get into an argument and he tries to rape her when
she calls him gay. Winter shoots him in the head
and then frames Beverly for the murder, claiming
that Beverly shot him and told Winter “Tell your
brother he’s next.” Kai then kills Vincent in front
of the cult for betrayal, and sentences Beverly to
isolation. At the end of the episode, we see that
Ally has joined the cult.
At the beginning of the episode, Kai tells his
volunteers about three different famous cults, all
of which involved the leaders successfully
ordering the cult members to kill themselves. At
his city council meeting, Kai announces that he
will be running for Senate in 2018. Ivy and Winter
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Episode 10: “Charles
(Manson) in Charge”

Bradley Buecker

Summary of Episode
both apologize to Ally for deceiving her, and they
all plan to run away. Before they can, they are
called to Kai’s for an emergency cult meeting.
While there, Kai instructs them all that they are
going to drink poisoned Kool-Aid. When one
member refuses, Kai has Gary shoot him in the
head. All of the remaining members comply and
Kai is the last one to drink. After they all have
drank, Kai reveals that it was a test of loyalty –
there is no poison in the drink. The next day, Ally
and Ivy pack as much as they can in garbage bags
and rush to pick up Oz from school. When they
arrive, they find out that Winter and Kai have
already picked him up. Back at his house, Kai tells
Oz that he is his biological dad. When Ally and
Ivy arrive, they deny the relationship, but Kai
reveals that he was a frequent sperm donor at the
clinic they used. He makes the two moms leave
without Oz. That night, Ally makes dinner for the
two of them. She tells Ivy that Oz will be safe with
Kai as long as he thinks Oz is biologically his. As
Ivy eats, Ally tells her that while in the psych
ward, the only thing that kept her from suicide was
Oz and the thought of getting revenge on Ivy. We
find out that Ally has put arsenic in the pasta and
wine, allowing her to watch Ivy die on the kitchen
floor. Ally then goes to the sperm clinic, where
she pays a nurse for the identity of her sperm
donor. When she sees that the donor was not Kai,
she then has the nurse edit the documents to list
Kai as the father. Ally brings the documents to
Kai, securing Oz’s safety.
In a flashback to 10/19/16, we see Kai arguing
with one of Winter’s liberal friends while
watching the final 2016 presidential debate. As he
argues that Donald Trump is definitely going to
win and that the world is not as progressive as the
girls think. When the friend continues to taunt
him, he slaps her. He is sentenced to anger
management, where he meets with Bebe. She says
that he has the power to incite feminine rage and
cause a revolution. Back in present day, there are
protesters at a Senate campaign rally for Kai. He
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Episode 11: “Great
Again”

Jennifer Lynch

Summary of Episode
believes this is the federal government spying on
him. Because of this, he orders Winter and Ally to
get rid of any evidence of the cult’s crimes. Kai
tells his volunteers that they need to kill 1,000
pregnant women and their babies, in an effort to
shift blame to the Left and his Senate opponent.
Gary goes to a Planned Parenthood with a few
volunteers, where he thinks they are gathering lists
of pregnant women in town. Instead, Kai and the
others arrive in their clown outfits. Kai tells Gary
that he needs him to serve a larger purpose. Gary
agrees, and the cult stabs him to death. They leave
his body outside of the clinic, with a sign written
in his blood: “Stop the slaughter!” When Beverly
reports on the crime the next day, she interviews
Kai, who blames it on the Left “Woke Warriors”.
Winter apologizes to Beverly for framing her and
tries to give her a train ticket to Montana as an
escape. Beverly thinks it is another test of loyalty
and refuses. As Kai tears apart his house, looking
for bugs planted by the federal government, he
begins hallucinating Charles Manson, who tells
him that he needs to find his Judas. Ally interrupts
the hallucination because she has found a
recording device and she pins it on Winter. Kai
interrogates Winter in front of the cult, to which
she adamantly denies being a mole. Kai cries as he
chokes his sister to death. The episode ends with
one of the volunteers running from the house and
getting into a car. He then pulls a recording device
from under his shirt and smashes it, when Ally
finds him.
Ally kills the volunteer (nicknamed Speedwagon)
that she caught at the end of Episode 10. Before
she does, he reveals that he was first involved with
the cult because the police department thought
Detective Samuels was a dirty cop and wanted
someone to get close to him. This volunteer was
told to get involved in exchange for not being
sentenced for a different crime. When the
department found out the extent of the cult, they
kept him in and had him begin recording
everything. Ally tells Kai that Speedwagon was
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the actual mole and that he framed Winter. At a
meeting, Kai instructs his volunteers to practice
killing pregnant women by stabbing watermelon.
As Ally and Beverly prepare food for the men,
Beverly begs Ally to kill her. She refuses, telling
Beverly she needs to hold on. The next night, as
the men prepare to embark on their mission, Ally
goes outside and signals the FBI, who then swarm
the house. Many of the cult members die
protecting Kai, who is taken to a maximum
security prison. Fast forward to 11 months later
and we see Kai in prison. He has managed to
create a cult following within the prison. Beverly
visits Ally, who continues to run the restaurant.
Ally shares that she has refused to do any
interviews about the experience and just wants to
put it all behind her. At Oz’s birthday party, Ally
gets a call from Kai in prison. He has found out
that he is not Oz’s father and he plans on breaking
out of prison to kill her and her son. Ally decides
to run for Senate and Kai sees her campaign ad
while in prison, which only infuriates him further.
Beverly helps Ally on her campaign and tells her
that she is being hurt in the polls by her lack of
strength and experience. She tells Ally that as long
as Kai is alive, the voters will always think of him
when they see Ally. There is a news report that
Kai has been killed in prison, but we know that he
has framed his death by killing a man who looks
similar to him. He has escaped the prison with
help of an African American female security
guard. Kai shows up at Ally’s Senate debate and
holds a gun to her: “Women can’t lead. Women
can’t win.” As he tries to shoot her, he realizes the
gun that the security guard gave him is not loaded.
In a flashback, we see that Ally met with this
security guard to warn her about Kai and his
charisma. Beverly then shoots Kai in the back of
the head, thus ending Ally’s connection with him.
We can infer that Kai’s escape was orchestrated by
Ally, given her meeting with the security guard
and that guard’s involvement with his successful
freedom. We find out that Ally has won the Senate
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election and as she tucks Oz into bed, she tells him
that she and a group of other powerful women are
going to work to change the world. As the episode
and season ends, we see Ally donning a hooded
cloak and leaving the house, suggesting that this
“group” of power women could be another cult.

The Handmaid’s Tale
Episode
Episode 1: “Offred”

Director
Reed Morano

Summary of Episode
The episode opens with a flashback of Offred and
her husband attempting to flee the country. She is
ultimately captured, to which the episode returns
to present day. Offred has arrived at her new post
at the Waterfords. During a walk with her
shopping partner, Ofglen, Offred muses over the
fact that her partner is meant to spy on her. In
another flashback, Offred is brought into the Red
Center, the area where fertile women are “trained”
to become handmaids. While there, Offred sees
Moira, her long-time friend. Another new recruit,
Jeanine, begins ridiculing Aunt Lydia for her
quotes of scripture in relationship to the
handmaids’ role in Gilead. She is tazed with a
cattle prod in front of the group and is removed
from the group. When she returns later that night,
she is missing her right eye. Back in present day,
Offred engages in her first Ceremony with
Commander Waterford and Serena. Offred must
lay on the Waterfords’ bed between Serena’s legs,
while Serena holds Offred’s arms. Commander
Waterford then engages in sexual intercourse with
Offred, with the hopes of impregnating her on the
behalf of the couple. The next day, Offred
participates in a public sentencing of a man
convicted of raping a pregnant handmaid, resulting
in a miscarriage. The handmaids are allowed to
beat the criminal for a specific amount of time,
which all of them actively do. At the end of the
episode, Ofglen shares pieces of her past life with
Offred, as well as warns her that there is an Eye
within her house.
Offred and Ofglen continue to tell each other more
about their lives before they became handmaids.
We learn that Ofglen used to be a biology

Episode 2: “Birth
Day”

Reed Morano
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professor, but was spared death because she was
fertile. Ofglen also tells Offred that there is a
resistance group with Gilead, and they would
greatly benefit from any information that Offred
could share about Commander Waterford. When
Offred returns home, Nick warns her that she
should not get too close to Ofglen. He also tells
her that Commander Waterford wants to see her in
his office at 9 PM that night. Offred then travels to
the Putnams’ house with the other handmaids:
Ofwarren is giving birth. When Offred enters the
house, she sees the wives surrounding Mrs.
Putnam, as she lays on the floor faking
contractions and labored breathing. Upstairs,
Ofwarren is in a bed, surrounded by other
handmaids who are helping to coach her through
the delivery. When Ofwarren feels the baby
crowning, she lays on the floor, with Mrs. Putnam
sitting in a chair above her. Once the baby is out,
there is a moment of fearful silence as all the
women present wait for the child to cry. She does,
and Aunt Lydia declares her a healthy baby. The
baby is immediately given to Mrs. Putnam, who
has moved to the bed. During the ride home,
Offred tells Ofglen about Nick’s warning against
the two of them getting close. Later that night,
Offred decides to go to the Commander’s office,
as he requested, even though it is against the rules.
He asks her to play a game of Scrabble with her,
telling her that they are allowed to bend the rules a
bit in his office. At the end of the game, he
suggests that they have a rematch sometime soon,
to which Offred agrees. At the end of the episode,
Offred is excited to tell Ofglen about her
encounter with Commander Waterford, as she
believes it will allow her to be involved with the
resistance. However, when she arrives at the gate
for their walk, Offred sees that Ofglen has been
replaced by a new woman.
In a variety of flashbacks throughout the episode,
we see Offred going to the hospital with Luke to
deliver their baby. While she recovers there, she
learns that her daughter is the only healthy baby
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Episode 3: “Late”

Reed Morano
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left in the hospital. A woman attempts to steal
Offred’s baby, claiming it is her child.
Ofglen has been charged with gender treachery,
because she had been caught in an intimate
relationship with the Martha at her posting. The
Martha is sentenced to death, while Ofglen is
sentenced to redemption because she is a fertile
woman. As part of her punishment, she is forced
to watch her lover be hung. She is then also
castrated, in an effort to remove her “impure
thoughts.” This way, she can still be impregnated
and deliver babies, but won’t be “preoccupied”
with achieving sexual stimulation with other
women.
Everyone at the Waterfords’ is being very
sensitive to Offred, because she has not asked for
any feminine hygiene products that month,
meaning there is a chance she’s pregnant. Offred
and Selena go to the Putnams’, to visit the new
baby. Offred is able to talk with Ofwarren, who
tells her that Commander Putnam is in love with
her, and they plan to run away with the baby.
When they return to the Waterfords, an Eye van is
waiting and Offred is questioned over her
knowledge of Ofglen’s homosexual nature. By the
end of the episode, Offred has gotten her period
and has to tell Serena. When Serena finds out
Offred is not pregnant, she drags her back to her
room and orders her to stay inside.
In a series of flashbacks, Offred’s card is declined
at a local coffee shop that she and Moira have
stopped at during a jog. The male cashier tells her
she has insufficient funds, but when she asks him
to run it again, he calls them both sluts and tells
them to get the fuck out. At work, Offred’s boss
explains that he has to let all of the women go, as
the building becomes filled with the armed guards
of Gilead. Moira and Offred attend a resistance
march, where guardians open fire on the crowd
when they will not disperse.
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Offred is still being punished by not being allowed
to leave her room. In her closet, she finds the
phrase “Nolite Te Bastardes Carborundorum”
carved into the wall near the floor. It had to have
been carved by the woman posted at the
Waterfords’ before Offred. At her doctor’s
appointment, the doctor tells Offred that
Commander Waterford is probably sterile. Offred
narrates that sterile is a forbidden word in Gilead –
there are only fruitful and barren women. He
offers to impregnate her himself, to help her avoid
future trouble. She refuses, even when he tells her
that he’s helped many handmaids in this way. As
Offred waits for the Ceremony to begin,
Commander Waterford enters the room before the
other members have, completely out of order. He
asks Offred to come to his office that night for
another game of Scrabble. During the Ceremony
itself, Commander Waterford cannot get an
erection. When Serena tries to help him in the
other room, he refuses her advances. Offred
narrates that she will be blamed for his impotence.
During their game that night, Offred asks
Commander Waterford if he could translate the
phrase she found. He tells her that it means “Don’t
let the bastards get you down.” He asks Offred if
she knew the handmaid before her, and tells her
that the woman hung herself. Seeing his emotional
vulnerability, Offred tells him that being kept in
her room every day is bringing her close to giving
up like the woman before her. The next day, we
see Offred outside.
In the flashbacks of this episode, we see the
handmaids training for how to conduct the
Ceremony. Later, we see Moira and Offred
attempt to escape the Red Center. Moira has taken
a piece from the toilet tank and sharpened an end
to make it a knife. The two lure an Aunt into the
bathroom, where Moira holds the knife to her
throat. They chain her to a water pipe and take her
clothes. With Moira dressed in the Aunt’s clothes,
the two make it to the subway station. As Moira
asks a guard which train would take them to
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Episode 5: “Fruitful”
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Boston, Offred is questioned by some guards, for
she is still in her handmaid clothes. The guards
take custody of Offred, who manages to give
Moira a small nod from far away, signaling to her
that she should still try and escape. Moira manages
to get on the train and escape. When Offred is
brought back to the Red Center, she is whipped on
the bottoms of her feet and dragged back to her
bed. The other handmaids are shown placing small
scraps of food on her cot as they pass by, in an
effort to feed her since she cannot stand on her
injured feet.
During their 34th Scrabble game, Commander
Waterford gives Offred a magazine, a forbidden
relic of the time before Gilead. The next day,
Serena tells Offred that she is running out of time
to get pregnant. She then sets up a meeting
between Offred and Nick that night, where they
will have sex. While out at the store, Offred sees
the old Ofglen for the first time since she was
taken away. Now Ofsteven, she tells Offred that
she is considered too dangerous to be a member of
the resistance – Mayday. That night, Serena
accompanies Offred to Nick’s apartment, where
she watches the door as the two have sex.
Ofsteven’s new mistress tries to tell her that she is
feeling sick, suggesting that they skip the
Ceremony that evening. We learn that she has
been “feeling ill” for a number of the past
Ceremonies, out of compassion for Ofsteven and
her genital mutilation. During their Ceremony,
Commander Waterford touches Offred’s bare leg,
which she later chastises him for in his study,
emphasizing how dangerous the touch was with
Serena right above Offred. When Offred next sees
Ofsteven at the market, Ofsteven begs her to find
Mayday. She also tells Offred that her real name is
Emily. She then jumps into an open car door and
begins driving in circles. Offred and the other
handmaids laugh and cheer. Ofsteven/Emily even
manages to run over one of the guards before she
is surrounded and dragged away. This is the last
we see of her this season, but we do not know that
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Woman’s Place”

Floria
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she is necessarily dead. At the end of the episode,
Offred goes to Nick on her own terms, where the
two have sex again.
In the flashbacks, we see the start of Offred and
Luke’s relationship. During a lunch together, they
both share that they have not told the significant
people in their lives about their meetings –
Offred’s being Moira, and Luke’s being his wife.
Luke and Offred brush it off, saying that they are
not even doing anything wrong, they are just
having lunch. They do, however, seem to fantasize
about how they would actually have an affair
within these constraints. The next flashback shows
the two checking into a hotel, where they finally
sleep together.
The episode opens with the handmaids scrubbing
the river wall to get rid of blood. Foreign
diplomats are coming to discuss a trade deal, and
Gilead wants to put their best foot forward. We
learn that Nick and Offred have continued to sleep
together. Serena warns Offred that she should be
careful what she says to the diplomats, a thinly
veiled threat. When the female ambassador for
Mexico is at the house, she asks Offred if she
volunteered for position, as well as if she is happy
as a handmaid. Offred is in front of the Waterfords
and many other commanders, so she answers that
she volunteered and has found happiness. The
female ambassador also asks the wives of the
commanders about their opinions of Gilead. The
next night, there is a reception for the foreign
diplomats. Only the unmaimed handmaids (those
without any physical deformities) are allowed to
attend the party and be honored. At the reception,
Serena addresses the crowd, which seems to
surprise and even upset some of the commanders
present, including Commander Waterford. They
bring in the children of Gilead, to the joy of the
ambassadors. The handmaids are shown crying as
they watch the children that they gave birth to, but
are not allowed to claim. The performance at the
reception leads the Mexican ambassador to agree
to a trade deal with Gilead. Offred finds out that it
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Summary of Episode
is handmaids who will be traded to Mexico. When
she runs into the ambassador the next morning,
Offred tells her the true horrors she experiences as
a handmaid. The ambassador says she cannot help
her, and they will go forward with the trade
because her country has not had a healthy child in
six years. The ambassador’s male assistant quickly
tell Offred that her husband, Luke, is alive and in
Canada, and that he would be willing to attempt to
get a message to him from her.
In the flashbacks, we see the Waterfords
attempting to get pregnant on their own, prior to
the rise of Gilead. We also learn that Serena came
up with the idea of fertility as a natural resource,
which Fred plans to pitch to the rest of the
commanders. Serena is not allowed in to a
government meeting to discuss her ideas.
This episode follows Luke’s journey to Canada.
After being shot in the stomach by guardians,
Luke is taken in an ambulance, which ultimately
goes off of the road, killing everyone inside but
him. He takes as many medicine bottles as he can
carry, as well as a gun and a guardian’s jacket. He
makes it to an abandoned town, where he is then
found by a group of rebels who take him in. The
leader of the group hooks him up to an IV and
treats his wounds within the group’s school bus.
The group is very eclectic, featuring an African
American nun, a homosexual white man, a rescued
white handmaid, and the female leader. The leader
convinces Luke to come to Canada with them via
boat, as it will be the best way for him to try and
help his wife and daughter. He agrees. The group
is shot at by guardians as they board the boat –
only Luke and the rescued handmaid make it out
alive. In a flash forward to present day, we see
Luke in “Little America” in Toronto, Canada,
where he has been called to a government office.
While there, a worker hands him the note from
Offred: “I love you. So much. Save Hannah.”
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Because Serena is out of town, Commander
Waterford decides to take Offred out for the night.
He has her take her hair down and put makeup on,
as well as a dress and heels. He then gives Offred
one of Serena’s cloaks, so that she will look like a
wife in the car at security checkpoints. Nick drives
the pair out of Gilead to a whore house located in
an old hotel. The place is filled with a variety of
women in different sexual outfits. Commander
Waterford tells Offred that the government turns a
blind eye to it: “Everyone’s human after all.”
Offred sees Moira among the working girls and
meets her in the bathroom later in the night. They
hug each other, and Moira tells her that she had
almost made it to Canada, but was recaptured. She
was given the option of either going to the
colonies to do physical labor, or come to Jezebels
to be a prostitute. While at Jezebels, Commander
Waterford and Offred have sex. When they have
returned home, Nick tells Offred that they cannot
see each other anymore.
In flashbacks, we learn that Nick was originally
brought on as a chauffeur for Commander
Waterford, but was also recruited to be a secret
informant for the Eyes. He turned in one
commander for engaging in sexual misconduct
with his last two handmaids, as well as taking
money from the transportation budget. His boss
tells him to keep an eye on Waterford, who is
suspected of similar misconduct with the
handmaid that hung herself.
The time has come for Ofwarren to leave her
posting at the Putnams’ – her baby has been
weaned from breast-feeding. She is set to become
“Ofdaniel.” The rest of the handmaids come to see
her to her new post. While there, a handmaid tells
Offred that she can help Mayday by retrieving a
package from a bartender at Jezebels. When it is
time for her first ceremony, Ofdaniel refuses,
hysterically rocking in the corner, saying that
Commander Putnam should be coming for her.
Offred then visits Commander Waterford in his
office and talks about how fun it was to go out and
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spend time alone with him (aka sex), in an attempt
to get him to want to do it again. He suggests that
they go again that night. While there, Commander
Waterford makes Offred go straight to a room with
her, giving her no time to go to the bar. After the
two have sex, he claims he knows that she came to
see someone, but brings Moira into the room. As
Commander Waterford showers, Offred asks
Moira to help her retrieve the package, but Moira
refuses. She tells Offred to just go home and keep
her head down, that there is no escaping. Offred
calls her a coward and begs her to get her shit
together. Moira leaves, saying she was doing just
fine before she saw Offred again. The next day,
Serena wakes Offred quickly, telling her to follow
her. Ofwarren/Ofdaniel has stolen her baby from
the Putnams and is standing at the edge of a
bridge, surrounded by guards. The Putnams try to
tell her that she can move back in with them and
be with the baby, but she calls them liars. She
reveals that she did a variety of sexual favors for
Commander Putnam, solely because he told her he
loved her and wanted to run away with her. Aunt
Lydia and the guards send Offred to talk to her and
try to save the baby. Offred tells Ofdaniel that all
of this will soon be over, and they will go out
dancing again and be free, but Ofdaniel knows this
is not true. She tells Offred to “come with her,”
that suicide probably only hurts for a second.
Offred tells her she cannot, because she needs to
stay alive for her daughter, Hannah. Ofdaniel cries
as she gives her child to Offred, after which she
jumps from the bridge to the water below. We see
that she was rescued from the river and is in the
hospital. At the market the next day, the butcher
gives Offred a “special” cut of meat for
Commander Waterford – it includes the package
from Jezebels with a note from Moira: “Praised
be, bitch. Here’s your damn package. XOXO,
Moira.” In a cut scene, we see that Moira has
fashioned a knife similar to the one she used in
Episode 4. She escapes Jezebels and is seen
driving away in a delivery truck.
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Serena has found out about Offred and
Commander Waterford’s secret trips. She beats
Offred and orders her to take a pregnancy test:
“Now get on your knees and pray that God makes
you worthy in some way.” Offred is pregnant,
which keeps Serena from hurting her further.
Serena also confronts Commander Waterford
about the affair, to which he says it is her fault.
She then tells Commander Waterford that Offred
is pregnant, but the child is not his because he is
too weak: “And God would never let you pass on
that weakness. You could never father a child
because you’re not worthy.” The next day, Serena
takes Offred with her on a drive, but instructs her
not to get out of the car or look out of the
windows. They stop at a school, where Serena sits
with Offred’s daughter, Hannah, for a while.
Offred screams and cries from the car, begging to
see her daughter. When they begin to drive away,
Serena tells her that so long as her unborn baby is
safe, Offred’s daughter will be kept safe. Offred
becomes hysterical, repeatedly swearing at Serena
and sobbing. At Commander Putnam’s trial,
Commander Waterford says they should be lenient
and go for the punishment that Mrs. Putnam
wants. He finds out that she asked for the harshest
punishment possible, because she worries for the
immortal soul of her husband. When he returns
home, Commander Waterford approaches Serena
to ask for forgiveness, calling the new baby theirs
and vowing that Offred will be removed
immediately after the birth. Offred and the
handmaids attend another salvaging, where the
convicted offender is sentenced to death by
stoning for crimes against a child.
Outside of the main storyline, we see that Moira
has made it to Canada. While there, a caseworker
gives her refugee supplies, including a monetary
stipend and cell phone. Luke then meets her,
saying that he had placed her on his friends and
family notification list, so that he would be
contacted should she ever make it to Canada.
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Chris and Rose prepare to head to her parents’
house for the weekend. Rose believes that the trip
is the next step, as they have been dating for a few
months. Chris expresses apprehension over the
fact that Rose has not told her parents that he is
African American. She calms his nerves by
assuring him that her parents are not racists – if
they were, she would never take him to the
weekend. On their drive to the Armitages, a deer
jumps in front of their car and Rose hits it. When a
police officer arrives, he asks Chris for
identification, despite the fact that he was not
driving. Rose calls the officer on it and refuses to
let Chris hand over his ID, even when he was
willing to comply. When they arrive at the
Armitages, Rose’s parents welcome Chris with
open arms. Dean shows Chris around the house,
making sure to tell Chris the story of his dad
losing to Jessie Owens in the Olympics. Dean then
shows Chris to the backyard, where he tells Chris
that he hates the way it looks for the Armitages to
have two people of color working for them in
menial positions but justifies it by saying Georgina
and Walter were hired to look after his parents.
When his parents passed away, Dean did not have
the heart to fire them, and kept them on as the
housekeeper and groundskeeper. The two couples
decide to continue talking in the backyard, all
seated around a patio table. Dean and Missy
remind Rose that her grandfather’s annual party is
this weekend, a detail that she forgot. Georgina
comes out and pours iced tea for everyone. While
she is pouring, Dean tells Chris that he should let
Missy hypnotize him to help him quit smoking.
Georgina appears to space out, a look of terror
spreading on her face. Missy tells her to go inside.
At that moment, Jeremy arrives home and the
family greets him. As Rose and Chris are upstairs
preparing for dinner, Rose calls her mom out for
being so rude to Georgina, as well as her dad using
slang words that he has never used before. Chris
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shrugs and says, “I told you so.” During dinner,
Jeremy quizzes Chris about his involvement in
sports growing up. He tells Chris that given his
build, he would have been incredibly successful in
MMA. He attempts to spar with Chris, only to be
stopped by Missy. Later that night, Chris cannot
sleep, so he decides to go outside for a cigarette.
While out, Walter sprints pass him at full speed.
Visibly shaken, Chris turns to the house to see
Georgina staring out of the window, smiling and
straightening his hair. As Chris goes inside, Missy
catches him and asks him to sit down. She tells
him that she knows he is skeptical of hypnosis.
While stirring a cup of tea, she asks Chris about
the day his mother died. Chris slowly begins
sharing the story and he realizes that the hypnosis
as working. Missy orders him to sink into the floor
and we see Chris descend into a low, dark space.
As he looks up, there is a small square in which he
can see Missy. At the same time, we see that Chris
is paralyzed in his seat, his eyes wide and tears
slipping out. She says, “Now you’re in the sunken
place.” Chris jolts awake the next morning,
confused and shaken. He goes outside and
attempts to talk to Walter. Walter’s behavior is not
what Chris expected a fellow man of color to have.
He tells Rose that he thinks Walter has a crush on
her. When she laughs him off, Chris says that he
thinks her mom hypnotized him last night and that
is why he is so confused. Rose apologizes, saying
her mom never should have done that.
During the party, Rose introduces Chris to her
parents’ friends, who all ask Chris inappropriate
questions. Chris sees a new man of color at the
party and approaches him. He tries to bump fists
with the new man, saying, “It feels good to see
another brother around here,” only to have Logan
grab his fist and shake it. Chris is again confused
by the unexpected interaction. He excuses himself
to go upstairs, where he sees that his phone is
unplugged. He brings it up to Rose, saying that
maybe Georgina did it. Chris calls Rod to check in
on his dog and tell him about the strange weekend.
Rod warns him that he never should have gone to
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the Armitages and that Missy probably hypnotized
him to make him a sex slave. Rod also jokes that
the other black people are hypnotized. Chris hangs
up on him, only to find that Georgina has entered
the room. She apologizes for unplugging his phone
and Chris tells her not to worry about it. He goes
on to say that he sometimes gets nervous if there
are too many white people around and asks if she
agrees. Georgina’s eyes get wide and she starts to
cry, all while giggling and shaking her head: “No,
no no no no.” Chris leaves the interaction and
returns to the party. He attempts to get an
unnoticed picture of Logan with his cell phone to
send to Rod, but his flash goes off. As soon as that
happens, Logan’s entire demeanor changes, as he
grabs Chris by the chest, repeating, “Get out!”
Missy takes Logan inside and after a while, she
has managed to “calm” him down. Chris and Rose
decide to go for a walk while the rest of the party
plays bingo. Chris tells Rose that he feels like he
knew Logan, but only when he charged at him. He
goes on to tell her that he thinks Missy got into his
head when she conducted the hypnosis on him. He
tells Rose that he wants to leave and she is visibly
upset. While the couple argues, we can see the rest
of the group engaging in an auction. Dean stands
at the front of the party, as individuals raise bingo
cards to signal their desire to purchase Chris. No
words are spoken – instead, Dean relies on hand
signs to communicate with the crowd. At the end
of the auction, we see that Jim Hudson, the blind
man who spoke with Chris earlier about his gifted
photography skills, has won the auction. As the
scene cuts back to Chris and Rose, he tells her that
he will not leave without her and she agrees that it
is time for them to go. While gathering his things
together in Rose’s bedroom, Chris gets a call from
Rod. Having seen the photo of “Logan” that Chris
managed to send him, Rod reveals that Logan is
actually Andre, a former friend of the two that has
been missing for some time. Upon hearing this
news, Chris tells Rose they need to leave
immediately. She agrees and starts to get her
things together. While he waits, Chris finds a
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small crawlspace that contains some of Rose’s
childhood toys. There is also a box, which he
opens. Inside are countless photos featuring Rose
and another person of color, including ones of her
and Walter, as well as her and Georgina. Chris
closes the box and shuts the door as Rose enters
the room. She tells him that she cannot find their
keys in her purse, but he tells her to keep looking
as they make their way downstairs. The house has
gone dark and Jeremy blocks the front door,
wielding a lacrosse stick as a weapon. Missy is
downstairs as well, holding the tea cup that she
used to hypnotize Chris the night before. As Rose
continues to frantically search for the keys, Dean
begins on an ominous speech about the state of the
world and balance of power. Chris yells, “Rose,
gimme the keys!” as this goes on. She continues to
panic until she finally holds them up and says,
“You know I can’t give you those keys, right
babe?” Chris tries to run by Jeremey blocks him.
Missy taps her spoon on the tea cup and Chris is
rendered immobile. As they carry him to the
basement, Chris views the family from the sunken
place. Rose peers into the tiny square and says,
“You were one of my favorites.”
Chris regains consciousness to find himself bound
to a chair. He is stuck facing a wall with a
mounted buck head and a small television. The
television turns on and Chris watches as Roman,
Rose’s grandfather, talks about the coagula
procedure that Dean has perfected. The screen
switches to a feed of a tea cup being stirred and
Chris immediately loses consciousness again. Rod
attempts to tell the local police department about
his concerns for Chris, as he has not heard from
him for a while. He tells the police chief that he
thinks his friend’s white girlfriend and her family
are hypnotizing black people to turn them into sex
slaves. He is laughed out of the station. Chris
awakens to the television again, this time
presented with a live feed of Jim Hudson. Jim tells
him that he is supposed to answer any questions,
which is “essential” to the success rates of the
surgery. Jim explains that his brain will be
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attached to Chris’s brain stem, meaning that Jim
will control all motor function. Chris will see,
hear, and experience everything, but as a
passenger from the sunken place. Chris asks Jim
why black people are the target, but Jim tells him
that everyone has their reasons why. As the
television switches off, Chris continues to pick at
the arm of his chair, exposing some of the stuffing
within. When the tea cup appears again, Chris
begs for it to stop, but he is soon unconscious
again. Rod tries calling Chris’s phone, but Rose
answers. He begins questioning her about the
weekend, in an effort to keep her on the line to try
and track the location of the phone. She winds up
accusing him of wanting to sleep with her from the
beginning of her relationship with Chris. Dean
begins the coagula procedure on Jim. We see him
remove the top of Jim’s skull and toss it into a
trash can. Jeremy walks down the hall to collect
Chris, who is supposed to be unconscious. When
Jeremy removes all of the restraints, Chris springs
to life and bludgeons Jeremy over the head. Chris
then takes the buck off of the wall and impales
Dean in the next room. As Dean stumbles
backwards, he knocks over a candle which sets
fire to the surgical beds. Chris makes it upstairs
and sees the tea cup on an end table. Missy is in
the room too, and both lunge for the cup. Chris
manages to knock it to the ground, where it
shatters. Missy stabs Chris through the hand with a
letter opener, but he manages to withstand the pain
and turn the weapon on Missy, killing her. As
Chris makes his way to the front door, Jeremy
emerges from the basement and puts him in a
chokehold. Chris struggles, stabbing Jeremy in
order to break free. He then bashes Jeremy’s head
in. Once outside, Chris jumps into a car and begins
to drive away, only to have Georgina throw herself
on the windshield. Chris stops and places her in
the car unconscious. As they drive away, Rose and
Walter exit the burning house. She aims a shotgun
at the car as Walter chases them on foot. Georgina
wakes up and begins attacking Chris, forcing him
to crash into a tree. Georgina is killed on impact
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and Chris limps away from the car. Rose begins
shooting at Chris and Walter manages to tackle
him to the ground. As Walter attempts to gouge
Chris’s eyes out, Chris uses the flash of his phone
camera to disarm Walter. Walter stands and asks
Rose for the shotgun. He aims it at Chris, but then
turns and shoots Rose in the stomach. Walter then
turns the gun on himself and commits suicide.
Chris tries to choke Rose to death while she tells
him that she loves him. He cannot kill her. We see
the red and blue flash of emergency lights and
Rose begins yelling for help. Chris immediately
stands with his hands up, but we see that the car
says “TSA”. It is Rod and he has come to rescue
Chris. As they get into the car together, we see
Rose take her last breath. Chris asks Rod how he
managed to find him, to which Rod responds: “I’m
T-S-motherfucking-A. We handle shit. That’s
what we do. Consider this situation fucking
handled.” The film ends with the two friends
driving away from the home.

